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This thesis investigates the regionalist response of the detached ‘Queensland’ house through an 
analysis of house and garden in architect-designed work belonging to the 20th century.  
It involves the detailed documentation of three architect-designed houses and their gardens and an 
analysis of the interactions created between house, garden and wider context and set up through design 
at the building edge. 
 
Interactions between a work of architecture and its context are an indication of regionalist thinking. A 
wide range of interactions can arise as a consequence of the particular ordering of ideas and principles 
in processes of architectural design. Evidence of ideas and principles ordering a work are revealed at 
the building edge where issues of form and expression, and space, its enclosure and occupation are 
negotiated and resolved. In this study describing the configuration of material, form and space at the 
building edge and mapping the outcomes of relationships created by these configurations provides the 
means to measure and to draw conclusions about the regional response of the detached house in South-
East Queensland. 
 
The houses selected to be documented and analysed, belong to three different periods in the 20th 
century and have been associated with particular architectural Movements marked by an interest in 
context that is held in principles declared in texts and manifestos. These Movements include the Arts 
and Crafts Movement, Late Modernism, and Critical Regionalism.  
 
Analysing built work against architectural principles belonging to Movements of the time provides a 
means of accounting for the interweaving of local practice and international themes. Analysis will 
reveal how architects working through these Movements have recognised and responded to 
opportunities for making a responsive architecture. In doing so it will provide a means to isolate and 
describe the characteristics of a responsive architecture in South-East Queensland. Conversely it also 
provides a means of locating key elements of South-East Queensland’s domestic architecture in 
relation to developments in theory and discourse that have occurred internationally. 
 
This project links fields of architectural history, theory and technology. It brings together two themes 
in history and design in relation to the architecture of South East Queensland: the search for an 
appropriate form of architecture for South-East Queensland, and an investigation of the relationship 
between the formal and experiential aspects of the edge of Queensland houses. Finally, the mapping of 
the edges of three case studies located in one place, provides a means for uncovering something about 
the way practice, working through principles and ideas, contributes to an architectural continuum. 
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This thesis reveals the regionalist response of architecture in South-East Queensland in the 20th 
century through an analysis of three detached architect-designed houses and their garden settings. 
In architecture, regionalist thinking reveals itself through responsiveness to aspects of context, 
including responsiveness to topography, climate, materials, construction or way of life.  
 
Analysis will involve making a description of the configuration of material, form and space at the 
building edge in each of three case studies. The edge of building fabric is where a work and its 
surrounding context come into association with each other. It is where issues of space and form are 
negotiated through processes of architectural design. Mapping the configuration of building edge will 
identify how each case study responds to site, climate, established material and construction systems 
and existing pattern for living. It will provide a means of measuring and drawing conclusions about 
the responsiveness of each house to its context.  
 
As the houses selected for analysis are associated with different architectural Movements this study 
will also provide an opportunity for comparing the different ways that architects, working through 
Movements in one place and over a period of time, have recognised and responded to opportunities for 
making a responsive architecture. Analysis will identify characteristics of building edge that are 
shared by the three case study houses. By providing a means of identifying shared characteristics of 
2 
building edge on one hand and of drawing conclusions about the entwining of universalist 
architectural theories and local responses on the other, this study provides a means for isolating and 




In this study Movements, which have declared an interest their architecture’s response to context in 
texts and manifestos, provide a means for identifying and drawing comparisons between the 
responsiveness to context of different works of architecture from different times in the Twentieth 
Century. It is important to this study to identify that there is a very real difference between historically 
grounded Movements and styles in architecture. It is through reference to architectural principles as 
the fundamental basis of architecture’s reasoning and operation, that Movements organise and explain 
their hierarchy of thinking and their actions. Architect and historian, Sir John Summerson has defined 
Movements in architecture as being underpinned by theory where theory is ‘a statement of related 
ideas resting on a philosophical conception of the nature of architecture – in short, principia.’1 David 
Capon identifies theory as ‘arguing the case for a particular structure through a series of rational 
arguments, and establishing a hierarchy of concepts through which the subject [architecture] can be 
understood.’2 Paul-Alan Johnson writes that it is through their principles, that Movements define the 
limits of their concerns regarding history, culture, technology and place. Consequently architectural 
Movements distinguish themselves from each other by ‘the way in which the various principles and 
doctrines of the subject are interrelated.’3 
Movements that concern themselves with context address issues of topography, climate, materials, 
construction and way of life through their principles. They are motivated by an awareness of 
architecture’s role in maintaining a sense of continuity in a particular place. Such Movements share a 
‘philosophical conception’ understood collectively as regionalist.  
 
                                                
1 Summerson John. “The Case for a Theory of ‘Modern’ Architecture” in The Unromantic Castle and Other 
Essays (London: New York: Thames and Hudson, 1990), 258. 
2 David Capon’s two volume, Architectural Theory: The Vitruvian Fallacy: A History of the Categories in 
Architecture and Philosophy sets out to define the principles and ideas underpinning architectural movements in 
the 20th century using a philosophical framework. David Capon, Architectural Theory: The Vitruvian Fallacy: A 
History of the Categories in Architecture and Philosophy Vol.1. (Chichester: John Wiley and Sons, 1999), ix. 
3 Paul-Alan Johnson, The Theory of Architecture: Concepts, Themes and Practices (New York: Van Nostrand 
Reinhold, 1994), 316. This is also argued by Kate Nesbitt, ed.  Theorizing a New Agenda for Architecture: An 
anthology of Architectural Theory 1965-1995 (New York: Princeton Architectural Press, 1996), 19. 
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Movements that demonstrate regionalist thinking include the Arts and Crafts Movement, Late 
Modernism and Critical Regionalism. These three particular Movements did not have their origins in 
Australia. Their hierarchies of principles were consolidated in places with very different contextual 
conditions from that of South-East Queensland. In the place of their origin these Movements gave rise 
to architecture with distinct modes of expression or style. 
 
A study using principles as the tool for analysis will demonstrate how architects working through 
architectural Movements have responded to opportunities for making a responsive architecture. It will 
also establish where work engages with the particular context of South East Queensland and where it 
adopts forms of expression that have their origins elsewhere.  
 
In analysis it is relatively easy to account for regionalist thinking in an architectural work by 
identifying the characteristic elements of form belonging to a particular style of architecture. 
Responsiveness to context can be identified in the way a work of architecture reflects its context 
through the use of familiar materials, colours and textures, or through the use of forms which adopt the 
same shapes and profile or techniques of construction as those already evident in a place. Such 
methods of identifying a regionalist response focus on documenting characteristic materials and 
elements to establish whether or not a work of architecture appears to ‘fit.’ It is more difficult to 
account for the sort of responsiveness that involves a synthesis of the constructional and material with 
lived experience. This study proposes to engage the lived dimension as well as the constructional and 
formal in an assessment of the regionalist response of three houses. A close reading of measured 
drawings of these houses will identify interactions with context, that are intended to be registered 
through occupation of build work and which are set up through design. 
  
 
The detached house and garden 
The complexity of this study is compounded by the presence in Queensland of a traditional way of 
building. The outcome of this way of building is the Queensland house. The Queensland house, its 
garden setting and the way of living it supports, comprise an integral part of the context of this study.  
 
4 
The Queensland house in its garden setting has a long history. Artists and poets have celebrated its 
phenomenological content.4 Architectural historians have occupied themselves with describing its 
characteristic features and with identifying and tracing the origins of those features.5 Accounts often 
describe the house as having grown logically out of physical causes. Architect and critic Robin Boyd, 
in his account of Australian architecture, The Walls Around Us, identifies a ‘Brisbane Style’, as being 
a particular style outside academic traditions that is the work of non-architects and ‘untrained’ builders 
working logically and honestly and in response to their circumstances.6  
 
Although the Queensland house is an archetype, it has adopted a wide variety of forms over time. It 
has been influenced by technological developments and by architectural styles. Architects as well as 
builders have contributed to its development. In his introduction to The Queensland House: A Roof 
over our Heads, a collection of essays collated from papers delivered at a conference on the house, 
Rod Fisher writes ‘that the Queensland house cannot be limited to a single type or time, but exists in 
myriad forms from first settlement until now….’7 Fisher describes this range of styles by cataloguing 
the characteristic features identified with each style.8 Although he concludes by noting the two 
constants in this progression as being variety and change,9 his account is limited to analysis of 
elements of form and does not identify what motivates change.  
 
By far the most fascinating aspect of the Queensland house and its garden is the way that it provokes, 
irrespective of style, associations with a distinctly Queensland way of life. In her contribution to The 
Queensland House, historian Helen Gregory explores the relationship between characteristics of the 
house and the experience of living in it. She describes ‘an intensely sensory experience’ in which ‘the 
way these houses look, the range of sounds transmitted from outside and within, the permeation of 
                                                
4 Helen Gregory cites correspondence as early as 1886 identifying the characteristics of the 
Queensland house. Helen Gregory, “Lifestyle”, The Queensland House: A roof over our heads 
(Brisbane: The Queensland Museum, 1994), 2. 
5 Freeland, Evans, Bal Saini and Ray Joyce The Australian House: Homes of the Tropical North 
(Sydney: Lansdowne Press, 1985). Also Don Watson, “An Overview of the Brisbane House.” 
Brisbane: Housing, The River, Health and the Arts, edited by R. Fisher and R. Summer. (Brisbane: 
Brisbane History Group Papers, 1985), 11-17.  
6 Robin Boyd, The Walls Around Us (Melbourne: Angus and Robertson Publishers, 1962), 36-37. 
7 Rod Fisher, The Queensland House: A roof over our heads, (Brisbane: The Queensland Museum, 
1994), viii. 
8 The capacity of the Queensland house to interact ‘like a strong vernacular force’, and absorb 
languages of style was also identified by Richard Irving. Irving The History and Design of the 
Australian House, (Melbourne: Oxford University Press, 1985), 63. 
9 Fisher concludes with the statement: ‘The Queensland house is not any particular style, but many 
which make up a tradition of vernacular building from early origins until now.’ Rod Fisher, “Identity” 
in The Queensland House: A roof over our heads, 48. 
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external perfumes and odours from kitchens and bathrooms, the feel of building materials’ shape and 
colour a way of living’. She observes that the obverse is also true: that ‘domestic life had imposed its 
own stamp upon an evolving physical form.’10 Gregory proposes the view that there is an inter-
dependence between the structure of a place and way of living it supports. 
 
Gregory identifies those characteristic features that have contributed to the shaping of a way of life as 
being materials, form, and setting. More specifically, Gregory identifies timber construction, a form 
that is raised off the ground with some veranda or covered outdoor space, and the house’s interaction 
with its garden setting. In a paper analysing instances of the detached house in South-East Queensland, 
Peter Skinner and Professor Michael Keniger also identify characteristics of form of the ‘North 
Australian’ framed house and link them to patterns of living. They identify the most significant 
characteristics as:  
 
1. Lightweight construction: seen here as a distinctive local response to climate. 
2. Highset construction : elevated living as a particular relationship to site 
3. Exposed framing: the pursuit of tectonic rigour through material frugality 
4. Verandas: the layering of an open and relaxed pattern of inhabitation.11 
 
It is through the ordering of elements of built form and landscape that the sensory exchanges described 
by Gregory, Skinner and Keniger are activated. But whilst all three authors identify the special 
interdependence between elements of place and a way of living, they do not describe how architects 
have manipulated this special interdependence. Nor do they describe how this interdependence has 
responded to changes that have occurred and will continue to occur in the surrounding context and to 
the introduction of new theories.  
 
The need to address change in context is a constant. In the archetype Queensland dwelling, many of 
the sensory dimensions of a way of living are a consequence of the detached house being typically 
located on a large suburban block. Amenity and spatial character are incidental rather than intentional. 
They arise incidentally as a consequence of space surrounding the house and of the houses’ siting, 
which typically has little regard for orientation. The wide range of places and experiences associated 
with the Queensland house and celebrated in art and literature are a result of incidental interactions 
made possible by the generosity of the suburban block.  
                                                
10 Gregory, “Lifestyle”, 1. 
6 
 
However, the single detached dwelling on a large garden block is no longer the typical architectural 
commission. As a consequence of new forces, both political and market driven, the average suburban 
block has become smaller and design guidelines have become more prescriptive. Planning policies 
that prescribe desirable characteristics of form tend to encourage design responses involving the 
coordination of characteristic elements of form rather than responses that are informed by an interest 
in the consequences of form for space and its occupation. Whilst the outcomes of such design 
responses might appear to ‘fit’ with context, the special interdependence between elements of built 
form and a way of living is broken. There is no guarantee that a sense of continuity of place will be 
maintained. 
 
There is a need to address the demands of new circumstances for change by a means that will enable a 
sense of continuity rather than the appearance of continuity alone to be maintained. The reordering of 
fabric in response to new ideas and Movements in architecture at times during the past century, has 
contributed to the development and transformation of both the house and the way of living it supports 
without loss of continuity. There is value in returning to study how these transformations have 
occurred and to test the premise that contributions to design of the Queensland house have arisen and 
will continue to arise from the application of principles and processes of working, which are particular 
to architectural design, to the problems of living at any particular point in time. 
Methodology: Mapping 
It has already been noted that it is easier to account for regionalist thinking in a work of architecture 
through the identification of characteristic elements of form. It is more difficult to identify regionalist 
thinking that results from relationships established between a work and its context and intended to be 
registered through experience. It is even more difficult to identify evidence of regionalist thinking of 
this nature when the object of analysis is not the built work itself but measured drawings of the work. 
In this analysis, an architect’s thinking about the spatial or lived dimension of a work of architecture is 
accessed through a process of reading and interpreting measured drawings which will be called 
‘mapping’.  
 
The architect’s capacity to understand and form judgements about a work of architecture from 
drawings alone relies on an ability to read the configuration of elements held by drawings and 
understand their consequences spatially as well as formally. Such a way of reading and interpreting 
                                                                                                                                                   
11 Peter Skinner and Michael Keniger, “Recent Traditions - Architectural Evolution in Northern 
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drawings has been identified by Charles Moore, Gerald Allen and Donlyn Lyndon in The Place of 
Houses as ‘mapping.’ Moore et al define ‘mapping’ as a process by which ‘you describe to yourself 
(and thereby discover) where you are and what you are near.’12 The definition is most basic but it does 
indicate a process that draws together the ordering of structure and fabric and its consequences for 
space and its occupation enabling judgements to be made. It can be argued that as such it is a 
convention that is fundamental to any activity of architecture. 
 
Here it is necessary to draw a distinction between ‘mapping’ and ‘surveying;’ both terms borrowed 
from cartography and used to describe a number of activities associated with work in architecture. 
Although used as if interchangeable mapping and surveying infer slightly different actions. Survey is 
defined as ‘to determine by measurement the boundaries, extent and situation of (land, property, etc.) 
so as to construct a map, plan or detailed description.’13 The architectural survey is an accurate 
recording of the configuration and detail resolution of the configuration of building and landscape 
elements. With its etymological roots in ‘to look over,’ surveying carries within it the suggestion of 
the distance required for making a systematic description. In comparison, to map is to ‘establish the 
relative position or the spatial relations or distribution of (an object or its components)’ and ‘to plan; 
envisage; outline.’14 The making of maps involves actively selecting out, sorting, interpreting and 
representing information in order to describe the size, shape and relative positions of entities and 
things.15  
 
The difference between the map and the survey lies in the way they are received by the reader. Charles 
Moore writes that ‘Maps are standardly thought of as two-dimensional things. But they easily can and 
                                                                                                                                                   
Australia” Unpublished paper, 14. 
12 Charles Moore, Gerald Allen and Donlyn Lyndon, The Place of Houses (New York: Holt, Rinehart 
and Winston, 1974), 207. 
13 The Shorter Oxford English Dictionary 5th Edition  Vol.2 (Oxford: Oxford University Press), 3126. 
14 The Shorter Oxford English Dictionary 5th Edition  Vol.1 (Oxford: Oxford University Press), 1697. 
15 Dorling Mapping: ways of representing the world (Essex: Addison-Wesley Longman, 1997), 277. 
Map-making is by its very nature a creative activity and the map is a record of that creative action.  
Criticism in the recent past of maps as agents of cultural and political power, arises as a consequence 
of the capacity of map-maker to be selective in the making of maps Dorling observe that maps can 
become agents of bias. In the reduction and manipulation of content, and its symbolic representation, 
lies the ability to simplify, subvert, collude or conceal information, promoting a particular way of 
seeing. The very act of representing difficult information may require distortion involving other 
techniques of representation. In the famous map of the London Underground, the order of stations and 
their relationship with each other and with the Thames River is accurate but distance as a variable has 
been manipulated to make a graphic sensible.  
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most of them do, have more dimensions than this.’16 Moore suggests that most maps hold a latent 
content. He argues that in architecture, this latent content most frequently relates to the perceptual and 
experiential dimensions of space and is accessible to the reader through an active and imaginative 
engagement with the content of the map or plan. Such processes of reading and interpretation, which 
Moore calls ‘mapping,’17 can occur concurrently with representation or map-making activities or in 
map-reading and interpretation. In both instances mapping, as distinct from surveying, suggests ways 
of working that enables the implications of relationships between elements to be discerned. In this 
analysis the latent content of drawings, which are understood through the unconscious ‘mapping’ that 
is part of the architects’ conventional way of seeing and reading, is made explicit through a series of 
diagrams. 
 
Activities referred to in this study as mapping can be organised into the following categories: 
1. cartography – from which the term mapping is originally derived 
2. a mental mapping – the intuitive mapping-out in the imagination as occurs in processes of 
design. 
3. mapping as an act of analysis.  
The characteristics shared by these instances of mapping will be explored in greater detail in Chapter 
3.  
Mapping as an activity in cartography and in processes of architectural design has been written about 
in ways that will be further elaborated on further in Chapter 3. The potential of mapping as a tool for 
retrieving information about space and its occupation has not been explored to the same extent. The 
characteristics of mapping that are shared by cartography and design processes will be used to frame a 
case for mapping as a tool for revealing the thinking an architect might have had about the 
relationships between entities and the implications of these relationships for space and its occupation. 
 
There are some precedents for a form of analysis that relies on a reading and interpretation that have 
the characteristics of mapping, although rarely do these precedents identify their methodology as 
mapping as such. Analyses undertaken by David Leatherbarrow and Grant Hildebrand are examples 
that will be described in greater detail.18 Both involve unpicking a design from the ‘inside-out’, to 
                                                
16 Charles Moore and Gerald Allen, Dimensions: Space, Shape and Scale in Architecture (New York: 
Architectural Record Books, c1976) unpaginated. 
17 Charles Moore, Gerald Allen and Donlyn Lyndon, The Place of Houses (New York: Holt, Rinehart 
and Winston, 1974), 207. 
18 David Leatherbarrow, Uncommon Ground: Architecture Technology and Topography (Cambridge. 
Mass.: The MIT Press, 2002) and Grant Hildebrand, The Origins of Architectural Pleasure (Berkley 
and Los Angeles, California: University of California Press, 1999). 
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explain how the configuration of building elements orders space and drawing conclusions from this 
about the spaces’ occupation. 19 In this study mapping works in a similar way by linking the ordering 
of space and form to enable conclusions to be drawn about a space’s occupation. 
 
Of the drawings used to represent architecture, the section most reveals the ordering of space and form 
at the building’s edge. It also reveals the consequences of this ordering for occupation. Traditionally 
the triad of survey drawings used to describe a building include the plan, section and elevation.20 The 
plan is considered the most abstract; it involves the most symbolic annotation.21 The elevation depicts 
external appearance and a section depicts volumes and construction. Precisely because they reveal 
information about height as well as distance between things, sections enable a reading of the size and 
orientation of space, relative to human scale and degree of enclosure. The composite section or 
topographical section describes the relationship of the built work to the terrain. It also reveals the 
relationships between interior and exterior settings. 
 
There have been studies that have focused on analysing information held in the section that provide 
another set of useful precedents for this study. Mary Macauliffe notes an obsession with the plan and 
elevation has dominated and shaped discourse about modern architecture. In Hitchcock and Johnson’s 
famous catalogue of International Modern, examples of the International Style are illustrated with plan 
drawings and exterior photographs.22 Macauliffe argues that analysis that focuses on the plan and 
elevation supports investigations of ‘transparency, continuous space, “flow”; reflecting modern 
architecture’s concern with the reduction of the wall as an element.’ Layers of thinking about the 
‘articulation of space and spatial relationships, constructional issues, issues of territory and 
occupation, weight, gravity, poche, the relationship between inside and outside, is subordinated’. 23 
 
                                                
19 Karen Frank and Bianca Lepori, Architecture inside out (Chichester: Wiley-Academy, 2000), 7. 
Frank and Lepori define designing from the inside-out as ‘letting what is there within the needs of 
people and within the site, emerge and be transformed. It also gives importance to what too often is 
not given importance – to human experience and aspirations. And so architecture comes from the 
inside, from the needs and desires of people, from the site and context.’ 
20 Ian Borden, “The Politics of the Plan” in Borden and Dunster eds., Architecture and the Sites of 
History: Interpretations of Buildings and Cities (Oxford: Butterworth Architecture, 1995), 214. 
21 Borden “The Politics of the Plan,” 214. 
22 Mary MacAuliffe “Small Craft Warnings: Thickening Horizons, Hollowing Walls’, Modulus 22: 
Craft and Architecture (Princeton Architectural Press: Modulus Inc., The Architectural Review at the 
University of Virginia, 1993), 96. MacAuliffe notes; ‘The wall’s thickness resides in either the single 
line transparency of the window pane, or the attenuated profile of the interior partition; in the 
photographs, the wall is presented as continuous and flat exterior surface.’ 
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Whereas in plan the wall is cut just below eye-level, which is co-incidentally the point of 
maximum openness, in section the wall is cut through its full height, revealing what is a 
darker and denser presence; whereas in elevation the wall is presented as a one solid 
surface in section the wall has a two sided and potentially complex interior condition.24 
 
Because of the prominence that modernity gives the plan and elevation, Mary Macaulliffe is interested 
in the ‘recovery’ of information held in the section. In her detailed analysis of a selection of 
Corbusier’s wall sections she provides insight into the potential of the section for revealing ‘an 
unexplored and strategic – third point of view’.25 This ‘third point of view’ reveals information about 
the way in which Le Corbusier imagined spaces were to be occupied. 
 
The section is also important to Leatherbarrow’s analysis of Late Modern architecture. In Uncommon 
Ground: Architecture Technology and Topography, Leatherbarrow argues in relation to Late Modern 
architecture that the incorporation of technology has not caused disruption with topography. In his 
analysis of relationships between building and context in the work of three architects, Leatherbarrow 
argues that buildings are carefully attuned to their locations through attention to:  
 
1. walls (boundaries platforms, fields) by which he actually means bounding conditions. The 
horizontal articulation of territory contributes to how territories are both made separate and 
linked. For Leatherbarrow, like Macauliffe, the section re-establishes horizontal articulations, 
which are omitted and ‘overlooked’ in plan. 
2. architectural frontality – a buildings four-sided extension into its surroundings as distinct 
from the idea of façade.  
3.objects and equipment - in particular how walls are modulated to achieve comfort.26 
 
Each of Leatherbarrow’s categories relates to the building edge. Each category describes a different 
aspect of the way the building edge sets up relationships that are registered through experience. At the 
building edge, issues of form are linked to spatial experience. Analysis reveals how the edge sets up 
                                                                                                                                                   
23 The wall as ‘thinned down, opened up more and more, made transparent, or reduced to a frame’. 
Leatherbarrow, Uncommon Ground, 29. 
24 Macauliffe, “Small Craft Warnings,” 95. 
25 Macauliffe, “Small Craft Warnings,” 96. 
26 Leatherbarrow, Uncommon Ground, 28 and 73. Leatherbarrow writes ‘Walls, especially exterior 
ones, which is to say facades are what we look at in buildings, what we notice, the physiognomy we 
remember and use to locate ourselves.’  
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relationships that contribute to architectural experience - either the experience of being in an 
architectural setting or the experience of observing form whilst moving from place to place.  
 
Leatherbarrow focuses on the architecture of Late Modernity by analysing buildings from three 
different places. Macauliffe focuses on the architecture of a single architect - Le Corbusier. Both use 
the section to describe the consequences of the configuration of space and form for occupation. This 
investigation explores the inter-relationship between space and form in the domestic architecture of 
South-East Queensland but it does so by examining buildings from different periods of the Twentieth 
Century.  
 
In this study measured survey drawings provide a template for analysis. Some of the measured 
drawings used have their origins in a previous project that involved making measured drawings of 
architect designed houses built in South-East Queensland in the 1950s. There were two motivations 
for this earlier measured drawing project. One was to record significant buildings that were being 
either demolished or unsympathetically altered27 and a second was the desire, through measured 
drawings, to provide a more complete description of these houses. Architectural theorist Marco 
Frascari has written about the analysis of built form that ‘Each detail tells us the story of its making, 
of its placing and of its dimensioning.’28 In this previous project, analysis of the detailed resolution of 
these houses provided a means of gaining insight into architects’ design intentions. Analyses of siting 
and construction revealed something about the thinking that linked architectural ideas to aspects of 
technology, topography and climate and their consequences for a way of life. This information could 
not be disclosed by photographs alone.  
 
This thesis extends the earlier measured drawing project. Instead of being located in one period in 
time, it analyses work from three different periods. Through a more complete description of the 
building edge of the house over the course of the 20th century, it seeks to understand shifts in thinking 
with respect to form and space. A comparison between works constructed at different periods of time 
will also enable the identification of the characteristics of the configuration of building edge that give 
rise to continuity of place.  
 
                                                
27 Late Modern houses are not protected by Brisbane’s Town Plan because they are interpreted by 
planning regulations as not contributing to Brisbane’s streetscape character. Consequently few remain 
intact. 
12 
Drawings used in this thesis study that were made as part of the earlier measured drawing project, ude 
drawings of the Jacobi House (1957) by Hayes and Scott Architects. (Appendix C). Drawings made 
specifically for this thesis include measured drawings of the Mrs. Marks House (c.1900) by Robin 
Dods  (Appendix B) and some drawings of the Taringa House (1998) by Rex Addison (Appendix D). 
Construction drawings of the Taringa House made by Rex Addison are also included. Measured 
drawings were also prepared of a generic Queensland house and garden.  
 
The measured survey accurately defines the configuration of elements at the edge of the building 
envelope and the building’s relationship to the terrain. It identifies distances established between 
elements and things. Mapping as a way of reading and interpreting drawings works by identifying 
intentional relationships between elements of building form and context and of understanding the 
consequences of those relationships for occupation. 
 
 
Organization of thesis 
This study will measure and draw conclusions about architecture’s regional response by describing the 
configuration of building form, space and landscape elements and by identifying their consequences 
for inhabitation. It draws on knowledge from fields of architectural theory, local history and 
architectural design. The thesis is structured into two sections. Part A draws together information from 
history, theory and design. It establishes a framework for the mapping analysis of three houses that 
occurs in Part B. 
 
Part A begins with an overview of regionalist thinking in architecture. A literature review provides an 
account of regionalist thinking and its place in 20th century architectural discourse. A review of key 
texts identifies principles associated with key architectural Movements that declared a concern for 
architecture’s relationship to context through design principles. The principles of Arts and Crafts 
Movement are revealed through the writing of William Lethaby. The principles of regionalist thinking 
in Late Modernism are described through reference to the writing of Lewis Mumford and Elizabeth 
Mock and the principles of Critical Regionalism are described through references to the writing of 
Kenneth Frampton and Alexander Tzonnis and Liane Lefaivre. Identification of principles associated 
                                                                                                                                                   
28 Marco Frascari “The Tell-the Tale-Detail” in Kate Nesbitt, ed. Theorizing a New Agenda for 
Architecture: An anthology of Architectural Theory 1965-1995 (New York: Princeton Architectural 
Press, 1996), 501. 
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with Movements provides a theoretical context for analysing work belonging to a specific time and 
place. 
 
The second chapter will describe the relationship between lived settings and wider place that is 
established through the configuration of building edge in processes of architectural design. It uses 
descriptions provided by Charles Moore, David Leatherbarrow and Marco Frascari of conventions and 
ways of working in architectural design, to demonstrate how concerns are ‘drawn together’ to inform 
the placing and dimensions of elements in architectural design. It identifies the significance to this 
process of an activity first described by Charles Moore as mapping.  
 
Chapter three reveals how mapping, an important activity in processes of design is also a way of 
interpreting information held in a drawing. A chief characteristic of mapping is that it involves 
navigation. It interprets positional and relational information in a way that is a mirror inverse of the 
design process. Mapping provides the means of revealing relationships established at the building’s 
edge. It also distinguishes between relationships at a formal level and relationships directed at 
engaging the surroundings circumstances in the lived or experiential dimensions of architecture. It 
provides a means for determining the criteria used to establish position and dimensions of elements of 
form and landscape. In this way a ‘mapping of the edge’ provides a way of isolating and 
distinguishing between motivations for design. 
 
The second half of this thesis involves the application of mapping activities to the analysis of three 
architect-designed houses in South-East Queensland. Each house has been selected to coincide with a 
distinct Movement. Houses analysed include the House for Mrs. Marks (c1900) by Robin Dods a work 
identified with the Arts and Crafts Movement, the Jacobi House by Hayes and Scott Architects (1957) 
from Late or Mid-Century Modernism and the McCaul Street, Taringa House (1998) by Rex Addison, 
an architect whose work that has been associated with Critical Regionalism.  
 
This study aims to contribute to the accumulated body of knowledge about the architect-designed 
Queensland house, but it is not intended to be a history. Rather it explores three exemplary houses in 
terms of architectural practice at different times but in relation to one particular place. It provides a 
means of describing the transformation of the house and garden in response to new ideas and thinking. 
It will identify constants that give rise to patterns and ways of living which are meaningful and that 
could be described as invariant. Such findings have a role to play in thinking about new ways of 


































In accounts of architecture, distinctions are drawn between practice and theory. In an anthology of 
theoretical texts Kate Nesbitt notes that whereas practice resolves physical questions through the 
‘production of work’, in theory ‘conceptual or intellectual questions are problematized in the manner 
of philosophy’.1 ‘Theory is a discourse that describes the practice of architecture and identifies 
challenges to it’ and ‘poses alternative solutions based on observations of the observations of the 
current state of the discipline.’2 
 
Movements in architecture emerge as a consequence of the discipline identifying and addressing 
perceived weaknesses in its own practices. Movements that re-establish the significance of context as 
a concern in design address a loss of meaning perceived to arise from architecture’s dislocation from 
its surrounding circumstances, in some way.3 This chapter will briefly describe three Movements, 
                                                
1 Kate Nesbitt, ed. Theorizing a New Agenda for Architecture: An anthology of Architectural Theory 
1965-1995 (New York: Princeton Architectural Press, 1996), 16. 
2 Nesbitt, Theorizing a New Agenda for Architecture, 16. 
3 In Illustrated Dictionary Of Architecture, Ernest Burden defines contextual as ‘any doctrine 
emphasizing the importance of the context in establishing the meaning of terms, such as the setting 
into which a building is placed, its site, its natural environment, or its neighbourhood.’ 
Ernest Burden, Illustrated Dictionary of Architecture (New York: McGraw-Hill, 2002), 87. 
A Dictionary of Architecture defines contextual as “suggests an architecture that responds to its 
surroundings by respecting what is already there’ and ‘architecture must fit into, respond to and 
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identifying in each Movement the principles that address context. These are Movements in an 
‘historical sense’ in that they have their origins at a particular time and in a particular place and are 
underpinned by manifestos and texts.4  
 
Alexander Tzonis and Liane Lefaivre have provided an exhaustive account of the development of 
regionalist thinking over time. Their account is derived from an analysis of texts in which the presence 
of regionalist thinking is indicated through a resistance to a dominant universal order. They identify 
that a specific interest in ‘context’ as a principle underpinning particular movements begins to emerge 
with the writing of John Ruskin. At this time regionalist thinking was implicated in national romantic 
movements.5 However, they trace the origins of regionalist thinking, in its broader more universal 
sense, back to Vitruvius. In Ten Books Vitruvius, wrote of a regional architecture, seen as distinct to 
the Classicism of Rome. 6 Vitruvius drew attention to the difference in physiology and even the 
perceptual acuity of people in different regions, and argued that the ‘arrangement of buildings should 
be guided by the kind of locality and the changes of climate too.’7  
 
Tzonis and Lefaivre identify Vitruvius’s description of architecture in the colonies of Rome with 
practices that are ‘resistant’ to an imposed order or style, Roman architecture. However, Vitruvius 
himself identifies the primary characteristics of a regional architecture as an ability to respond to the 
conditions of particular place and to bring people into harmony with the conditions of that place. 
Regionalist thinking is thinking that addresses local topography, climate, materials and construction 
techniques in support of a particular way of life. 
 
                                                                                                                                                   
mediate its surroundings’. Curl, James S., A Dictionary of Architecture (New York; London: Oxford 
University Press, 1999), 163-4. In Words and Buildings: A Vocabulary of Modern Architecture Forty 
identifies context as part of the critique of International style Modernism and was aimed at the 
recovery of meaning in architecture. Adrian Forty, Words and Buildings: A Vocabulary of Modern 
Architecture (London: Thames and Hudson, 2000), 132. 
4 David Smith Capon, Architectural Theory: The Vitruvian Fallacy: A History of the Categories in 
Architecture and Philosophy Vols. 1 and 2 (Chichester: John Wiley and Sons, 1999), 35.  
Movements such as Critical Regionalism can be understood in ‘an historical sense’ as grounded in a 
particular time and place. The second use of ‘ism’ refers to a ‘theoretical sense, which universalises 
the idea making it applicable to any period or location.’ 
5 Liane Lefaivre and Alexnder Tzonis. in Spyros Amourgis ed., Critical Regionalism: The Pomona 
Meeting Proceedings (Pomona USA: College of Environmental Design, California State Polytechnic 
University, 1991), 4. David Capon and Adrian Forty provide similar accounts of regionalism. 
6 Tzonis and Lefavre in Spyros Amourgis ed., Critical Regionalism: The Pomona Meeting 
Proceedings, 4.  
7 Laine Lefaivre and Alexander Tzonis eds., Tropical Architecture: Critical Regionalism in the Age of 
Globalization (Chichester: Wiley-Acacdemy, 2001), 3. 
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The three movements described here belong to the late Nineteenth and Twentieth Century; the Arts 
and Crafts Movement, Late Modernism, and Critical Regionalism. The principles of the Arts and 
Crafts Movement will be described through reference to the writings of William Lethaby and Peter 
Davey’s interpretation of key texts. Regionalist thinking in Late or Mid-century Modernism will be 
described through reference to the writings of Elizabeth Mock in the 1940s and Alexander Tzonis’ and 
Liane Lefaivre’s interpretation of the writing of Mock, Lewis Mumford and Ernesto Rogers. Critical 
Regionalism will be described through reference to texts by Kenneth Frampton and Tzonis and 
Lefaivre. 
 
This section will provide a foundation for later analysis by identifying key principles. A comparison 
between Movements and their principles will establish whether there is a consistent set of principles 
associated with regionalist thinking. A comparison between principles belonging to these Movements 
and principles at work in buildings provide a means for establishing the extent to which those 
buildings can be associated with particular Movements. 
 
1.1  Arts and Crafts 
The Arts and Crafts movement emerged over the course of the 19th century in opposition to the 
dominant neo-classical tradition, becoming established with the work and writings of William Morris. 
It did not commit to a manifesto but its proponents wrote extensively and its principles are understood 
through their written texts and design work. In particular, William Lethaby’s account of the life and 
work of Philip Webb, the Arts and Crafts’ most significant architect, provides insight into the 
principles and ideas, which underpin this movement especially with respect to architecture’s response 
to context. 
 
Twentieth century historian and critic, Peter Davey, identifies two fundamental principles of the Arts 
and Crafts Movement and credits one to each of two early polemicists; the principle of ‘fidelity to 
place’ he credits to Augustus Welby Pugin and ‘fidelity to function’ to John Ruskin.8  ‘Fidelity to 
function’ is described by Davey in terms of a utilitarianism.9 The ‘gentle’ notion of ‘fidelity to place’ 
is described as finding its expression through honesty in construction, truth-to-materials, and 
craftsmanship; specifically the idea of a unity of handicraft and design that draws on vernacular 
                                                
8 Peter Davey, Architecture of the Arts and Crafts Movement (New York: Rizzoli International 
Publications, Inc., 1980), 1. 
9 ‘Fidelity to function’ is significant to historians and critics for whom the Arts and Crafts Movement 
is a foundation for the Modern Movement. 
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tradition and that demonstrates ‘rudeness’; the imperfection that handwork brings and through which a 
work explains itself. Lethaby wrote ‘Architecture is building traditionally’.10 
 
But there is a dimension of fidelity to place that Davey appears to overlook, relating to the relationship 
between a work of architecture and the scenery in which it situates itself. In The Poetry of Architecture 
Ruskin explores the relationship between architecture and scenery as a function of national character. 
11  Each instance of work Ruskin addresses is described ‘as it is influenced by …. feelings and 
manners, as it is connected with the scenery in which it is found and with skies under which it was 
erected;’ 12 Architecture appeals to the mind through its situation by arousing sensations.  
 
In his book on Philip Webb, Lethaby sets out Webb’s ‘General Theory’ of architecture, under 
headings; ‘Common Tradition’, ‘Building Craft’ ‘Labour and Pains’, ‘Purpose and Humanity’, 
Directness’, ‘Gradation’, ‘Invention’, ‘Commonplace and Common Sense’. Context is specifically 
addressed through the headings ‘Sound Materials’, ‘Land Love’, ‘Locality and Site’. 
‘Land Love’ was addressed through attention to ‘Locality and Site’.  
 
The relationship of built form in its location is emphasized in the writings of William Morris. In an 
address to arts students in Birmingham in 1894 Morris declared:  
 
And where new buildings must be built, by building them well and in a common sense and 
unpretentious way, with the good material of the countryside, they will take their place 
alongside of the old houses and look, like them, a real growth of the soil.13 
 
                                                
10 From William Lethaby, Philip Webb and His Work (London: Raven Oak, 1935), 120. 
11 In The Seven Lamps of Architecture, John Ruskin concludes ‘The Lamp of Power’ with a 
description of the source of architecture’s power; 
‘..in the imagery of our iron coasts and azure hills; of power more pure, nor less serene, than 
that of the hermit spirit which once lighted with white lines of cloisters the glades of the 
Alpine pine, and raised into ordered spired the wild rocks of the Norman sea; which gave to 
the temple gate the depth and darkness of Elijah’s Horeb cave; and lifted out of the populous 
city, grey cliffs of lonely stone, into the midst of sailing birds and silent air.’11 
In ‘The Lamp of Beauty’ Ruskin writes ‘man cannot advance in the invention of beauty, without 
directly imitating natural form’ and ‘the essential characters of Beauty depended on the expression of 
vital energy in organic things …’ 
John Ruskin, The Seven Lamps of Architecture (London: J.M. Dent and Sons Ltd., 1969) 
12 John Ruskin, The Poetry of Architecture or The Architecture of the Nations of Europe considered in 
its Association with natural Scenery and national Character (London: George Routledge & Sons Ltd., 
1907), 6. 
13 Davey, Architecture of the Arts and Crafts Movement, 23. 
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Attention to site occurs in two ways. Lethaby notes that ‘Webb would most carefully relate his 
buildings to its neighbourhood both in adjusting it to the site and in taking up local manners of 
building.’14 
 
Lethaby cites Webb: ‘The root of architecture is in the land, and without the love of the land you can 
do nothing.’ ‘The land was not merely ‘nature’, it was the land which had been laboured over by 
generations of men; buildings were not architecture, they were builded history and poetry.’15 
Furthermore Lethaby points out this love is ‘particular and personal  - this field, this bend of the river, 
that building.’16 In a letter dated 21 December 1909 Webb writes; ‘Do urge the need for mastering the 
possibility of a SITE.’ 
 
The second way that Webb related buildings to site was through materials and construction 
techniques. With  respect to ‘Sound Materials’, Lethaby again cites Webb.  
We owe it to England and the landscape to build in a reverent way with suitable materials. 
Materials must be used so as to express their essential qualities; these essential qualities are 
what rhythm is to poetry. This applies as well to decoration as to structure.17 
In ‘Common Tradition’ Webb once again refers to ‘customary ways of building.’ 
 
A respect for vernacular architecture and its materials and techniques and the importance of the 
relationship of buildings to their sites are the two characteristics of the principles through which Arts 
and Crafts declares its interest in context. A sense of oneness with place arises from a unity of 
architecture in its location achieved through careful siting and choice of materials and their assembly. 
These principles are directed at making humans feel at home or ‘at one’ in their place and not about 
particular style. 
 
Although the Arts and Crafts Movement had its ideological roots in Gothic Revival as a form of 
resistance to classical traditions, it adopted a range of expressions, including Georgian.18  Furthermore 
when transported to other places, the principles of Arts and Crafts gave rise to a range of expressions 
and styles in response to the conditions and practices on which local vernacular architecture was 
based. 
                                                
14 Lethaby, Philip Webb and His Work, 129. 
15 Lethaby, Philip Webb and His Work, 128. 
16 Lethaby, Philip Webb and His Work, 128. 
17 Lethaby, Philip Webb and His Work, 128. 
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The spread of Arts and Crafts principles in Europe accompanied a resistance to the universal order of 
classicism. Davey identifies the work of Gesellius, Lindgren and Saarinen in Finland, Ragnar Ostberg 
in Sweden, H.P Berlage in the Netherlands, Hoffmann inVienna, Charles Rennie Mackintosh and 
Robert Lorimer in Scotland as underpinned by Arts and Crafts principles. In North America, the 
Shingle Style work of H.H. Richardson is singled out as a vernacular reaction to classicism and as 
consistent with the principles of the Arts and Crafts. Davey also identifies Arts and Crafts influences 
in work as disparate, stylistically, as Greene and Greene’s ‘wooden style built woodenly’ in Pasadena 
and Irving Gill’s Spanish Misson work  in San Diego and Los Angeles. 19 
 
In accounts of Australian architecture, architects identified as practising with Arts and Crafts 
Movement principles have been subsumed within the loose descriptor ‘Federation’ style, attached to 
work dating from the time of Australia’s Federation. Other styles such as Queen Ann and ‘Free’ style 
have also been described as belonging to this period. Attention has been given to identifying details 
and elements of form associated with each particular style. Richard Apperly has identified specific 
details or elements of the Federation style that can be attributed to the influence of specific Arts and 
Crafts architects; a picturesqueness of roof form and decorative brickwork derived from George 
Edward Street or William Butterfield, stucco or pebbling derived from C.F.A.Voysey, and the use of 
timber shingles derived from H. H. Richardson.20 Such work is not necessarily informed by principle. 
Instead Art Nouveau or Arts and Crafts details and motifs were combined to into compositions of 
stylistic elements. 
 
Within this period it is also possible to identify work underpinned by principles of the Arts and Crafts 
Movement; ‘sound materials’, ‘land love’ and ‘locality and site’. Such work is characterised by a 
concern for building well and honestly, for an ‘intimate relationship between material, implement, 
hand, eye and mind.’21 It is concerned with the custodianship of a vernacular tradition to be kept alive 
and adapted for modern use, rather than the recreation of modes of expression that have evolved from 
vernacular traditions belonging to other parts of the world. 
                                                                                                                                                   
18 Instances of Georgian have been identified by Peter Davey in the work of Mackmurdo, Voysey and 
Lutyens.  
19 In Greene and Greene’s timber structure  and detail consistently complicated timber detailing as 
well as Gill’s simple flush unadorned white architecture Davey identifies a concern with the craft of 
architecture. Davey, Architecture of the Arts and Crafts Movement, 188. 
20 Richard Apperly “A Controlled Near-Chaos: New South Wales,” in Trevor Howells and Michael 
Nicholson eds. Towards the Dawn: Federation Architecture in Australia (Sydney: Hale and Iremonger 
Pty.Ltd., 1989), 33. 
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Richard Apperly notes connections to the Arts and Crafts Movement in the work of John Horbury 
Hunt, who he compares with Philip Webb, and Sydney architect Bertrand James Waterhouse (1876–
1965), Harold Desbrowe-Annear who greatly admired H.H. Richardson, Nahum Barnett (1855-1931) 
and Robert Haddon (1866–1929).22 
 
In South-East Queensland, Robert Riddel identifies the work of Robin Dods with the Arts and Crafts 
Movement. Other architects working in Brisbane and identified as working with Arts and Crafts 
principles include John Smith Murdock and George Payne.23  
 
Working with the traditional Queensland house through reference to principles of the Arts and Crafts 
Movement results in a particular expression of the house. Characteristic elements of form such as the 
pyramid roof, a living platform elevated on stumps and surrounded by a veranda are present. But they 
are articulated in ways that celebrate and amplify the qualities of the Queensland house, rather than 
merely dressing it in a new style. In particular, in Dods’ work there is a heaviness and restraint of 
detail in the timber joinery that reveals and celebrates its making and assembly. The consequences for 
building expression and ordering of space of working with Arts and Crafts principles can be revealed 
through an analysis of the detail resolution of the building edge. 
 
1.2  Late Modernism 
Late Modernism was marked by a renewal of faith in ‘modernism as the architectural means […] for  
finding and achieving the good and fulfilling life’.24 There was an awareness of the need to provide forms of 
building that were appropriate for life in a modern industrialised society. To this end structural rationalism, 
material efficiency, use of standardised components, climatic and functional living issues emerged as 
motivating principles. It was ‘a time marked by ingenuity, technological optimism, openness to change and a 
sense of boundless possibilities.’25 In this second wave of modernism, interest in the regional arose as a 
                                                                                                                                                   
21 Apperly, Towards the Dawn, 33. 
22 Apperly, Towards the Dawn, 33. 
23 Robert Riddel, “R.S.Dods: Towards an Australian Architecture, ‘Rightness’ – A Design Etiquette” 
SAHANZ, Melbourne, 1998. 
24 Thomas Hines, “Case Study Trouve: Sources and Precedents” in Smith, Elizabeth ed. Blueprints for 
Modern Living: History and Legacy of the Case Study Houses (Cambridge Mass.: The Museum of 
Contemporary Art, 1989), 84. 
25 Hine, “Case Study Trouve: Sources and Precedents”, 181. 
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consequence of the shift of Modern architecture to new places, and in particular the shift to places with hot 
climates.26  
 
Lewis Mumford is credited with first iterating the case for regionalist thinking in modern architecture. 
Laine Lefaivre has identified that Lewis Mumford developed his theories about regionalist thinking in 
architecture during the 1930s and 1940s. But his interest in the local in architecture can be traced as 
early as 1928. In an article for the Journal Menorah, Mumford describes an architecture for Palestine: 
‘focusing on rational and universal reasons why an architecture of a specific location ought to emerge 
bottom up, out of the specifics of the area rather than arbitrarily and automatically imposed top 
down.’27  
 
Later in The South in Architecture (1941), Mumford distinguishes between the purposes to which 
regionalist thinking might be directed. He advocates a ‘humane’ regionalist architecture as distinct 
form the picturesque Heimatsacheritectur. For Mumford, architecture’s purpose was to bring humans 
into harmony with and to provide the conditions that enable living in a modern world, rather than a 
style. Furthermore, according to Tzonis, Mumford believed that ‘the modern movement in architecture 
was regionalist at heart but was high-jacked by the dogmatic International Style approach.’28 
 
A review of the writing of proponents of regionalist thinking at this time reveals that others were 
interested in how a modern architecture might be rethought in terms of region. In 1944, MoMA held 
an exhibition America Builds. Out of this exhibition, emerged a travelling exhibition that included a 
very diverse range of work, curated by Elizabeth Mock and titled Built in the USA since 1932. Her 
‘point of departure’ for this exhibition was considered. 1932 was the year that Henry-Russell 
Hitchcock and Philip Johnson had staged the International Style exhibition at the Museum of 
Contemporary Arts. Mock wished to address the development of Modern architecture in America 
since that time. The catalogue, Built in the USA followed in 1945. In it, Mock noted that the general 
public’s response to the International Style exhibition of 1932 was ‘interest’ but that ‘there was 
genuine suspicion of the romanticisation of the machine which had produced these cold 
abstractions.’29 Mock argued: 
 
                                                
26 William Curtis speaks of ‘phases of reflection’ as the result a questioning of formal prototypes. 
William Curtis, Modern Architecture since 1900 (Oxford: Phaidon, 1982), 371. 
27 Liane Lefaivre and Alexander Tzonis, Tropical Architecture: Critical Regionalism in the Age of 
Globalization (Chichester, West Sussex: Wiley Academy, 2001), 6. 
28 Lefaivre and Tzonis, Tropical Architecture, 6. 
29 Elizabeth Mock, Built in USA: Since 1932 (New York: Museum of Modern Art, 1945), 13. 
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‘But the machine was to be a tool rather than the ideal, the means of architecture rather than 
its end. [… ] The new European architecture opened our eyes, stimulated our minds and 
finally did materialize as an important influence on the American scene, but in conjunction 
with two other factors: first, a strong new interest in Frank Lloyd Wright [..] and second a 
revaluation of that very dark horse – traditional vernacular building.’30 
 
The Built in the USA since 1932 exhibition encompassed houses, schools, tall buildings, commercial 
and industrial buildings, dams and power stations. Houses exhibited include “Falling Water” (1937-
39), Taliesan West (1938) and the Winkler-Goestch House (1939) by Frank Lloyd Wright, House in 
Fellowship Park (1935) by Harwell Hamilton Harris, Chamberlain House, Massachusetts (1940) and 
Ford House (1939) by Walter Gropius and Marcel Breuer, The Dunsmuir Flats (1939) by Geoffrey 
Ain.  
 
In this domestic work Mock notes a renewed interest in local materials and construction techniques 
and experimentation, in particular with the timber frame.31 She also notes:  
 
‘The relationships between building and site has also become more important in modern 
architecture. […] Whatever the influences – and there are many – the modern American house 
becomes ever more intimately related to the ground and the surrounding landscape. Living 
space extends into the garden and walls of glass bring the view into the house. The boundary 
between inside and outside becomes negligible.’32 
 
Interest in the regional gained momentum during the 1940s, fuelling a debate between proponents of a 
regional and an International Style modernism. As a consequence of this debate the differences 
between the two schools became polarised and regionalism, more clearly articulated. In his 1947 “Sky 
Line” article in the New Yorker, Mumford identified the ‘Bay Region Style’ as a ‘native and human 
form of modernism’ as distinct from the current ‘International Style’. On International Style 
Modernism, Mumford writes of the neglect of ‘the feelings, the sentiments, and the interests of the 
person who was to occupy it.’33 Instead he calls attention to ‘a free expression of the terrain, the 
                                                
30 Mock, Built in USA, 14. 
31 Mock, Built in USA, 15-16. 
32 Mock, Built in USA, 22. 
33 Mumford quoted by Stanford Anderson in, ‘The “New Empiricism-Bay region Axis,” Journal of 
Architectural Education, 50, 3 (February1997), 198. 
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climate and the way of life on the Coast.’34 Regionalism ‘has to help people come to grips with the 
“actual conditions of life”; to make them “feel at home”.’35 Regionalist architecture working through 
reference to existing and therefore proven languages makes people ‘feel at home’, whereas 
International Style modernism represented a form of ‘covert imperialism’.36  However Mumford, like 
Mock, saw no conflict between the ideals of regionalist thinking and principles of Modernism.  
 
In Critical Regionalism: Architecture and Identity in a Globalized World (2003), Liane Lefaivre 
remarks on the degree of interest in regionalist thinking at that time prompted by building in the 
tropics.37 In their writings on tropical architecture, Otto Koenigsberger, Jane Drew and Maxwell Fry 
emphasised the importance of micro-climatic control in providing comfortable conditions for living in 
the tropics. The brise-soliel (literally sun-breaker) is an element that had emerged in response to 
precisely this need. In his use of the brise-soliel, Corbusier claims to have been influenced by the 
wooden screen ‘mashrabyas’ of Arab buildings or the brick louvred ‘claustras’ of Morocco, seen on 
his 1931 trip to North Africa.38 However the brise-soliel was then applied in a vast range of scales and 
locations.39 
 
It added another element to the language of the modern prototype, making the free-façade tenable in a 
hot climate by mediating sun and glare.40 Rather than always reflecting regionalist thinking its use 
became associated with tropical modernism. The incorporation of vernacular elements into 
architecture in this way is very different from the ‘bottom-up’ design thinking advocated by Mumford 
and Mock. 
 
In Europe, those writing about modern architecture’s relationship with place at this time, included 
Italian architect, Ernesto Rogers. In his editorials in the 1950s for Casabella, he urged ‘an extension of 
the Modern Movement’ true to the original spirit of functionalism and for an architecture which, while 
innovative, considered the ‘environment’. ‘Environment’ was ‘the natural context inside which a new 
                                                
34 Quoted in Anderson, ‘The “New Empiricism-Bay region Axis,”’ 198. 
35 Lefaivre and Tzonis, Tropical Architecture, 7. 
36 Anderson, ‘The “New Empiricism-Bay region Axis”, 201. 
37 Lefaivre and Tzonis, Critical Regionalism, 46. 
38 Jane Drew and Maxwell Fry actually credit Stamo Papadaki with the creation of the brise soliel. 
They cite a design submitted for a competition in 1928, in which Papadaki shows a glazed chapel with 
horizontal sun shades. Tropical Architecture Drew and Fry cited in Lefaivre and Tzonis, Critical 
Regionalism, 35. Also Curtis Modern architecture since 1900, 115. 
39 It is evident in studies for the United Nations building in New York, and in the Unit d’Habitation 
Marsailles (1946-52), the House for Dr Currutchet in La Planta, Argentina (1949) the Millowners 
Building in Ahmedabad, India (1851-56) and the Carpenter Centre in Boston (1961). 
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project had to be inserted, but it also means the “cultural” one, the “historical setting.”’41 Rogers 
conceived the phrase le preesistenze ambientali (surrounding pre-existences) to explain his idea of 
continuity as an inclusive concept, which extends to include the historical. The historical and cultural 
context is bound with the physical structures of place. In responding to the existing structures of place, 
buildings are also responding to the cultural and historical dimensions of place.  
 
In 1947, British architect James Stirling first wrote of the new humanist form of modernism in 
Scandinavia.42 Also in 1950s and 60s, Alison and Peter Smithson and others associated with 
International Congresses of Modern Architecture or CIAM proposed a new type of urbanism in which 
ideas such as ‘identity, place and cluster’ replaced universalism.43  
 
Principles of Late Modernism that specifically addressed context where identified by Elizabeth Mock, 
Lewis Mumford and Ernesto Rogers. Mock drew attention to the use of local building materials and 
construction techniques and the relationship between building and site. Mumford identified attention 
to ‘terrain’, ‘climate’ and ‘way of life’ whilst Rogers refers to le preesistenze ambientali or 
surrounding pre-existences. In Brisbane evidence of regionalist thinking found in the way buildings 
respond to the undulating terrain, to the sub-tropical climate, to an existing tradition of framed 
construction and to ‘ways of living’.  
 
In general, Late Modernism’s concern with the more widely acknowledged principles of 
standardization and efficiency of means, brought about a preference for the use of the structural frame 
and resulted in the opening up of building edges. In South-East Queensland the Speare House(1958), 
designed and documented by Peter Heathwood of Dalton Heathwood Architects, and the Jacobi House 
designed by Campbell Scott of Hayes and Scott (1957), the Dalton House (John Dalton Architect 
1959) are examples of Late Modern houses. The work of John Hitch, Robin Gibson, Maurice Hurst (at 
Lund Hutton Newell Black and Paulsen), Geoffrey Pie, and Steve Trotter (at Fulton, Collin and 
Partners) have also been associated with Late Modernism. 
 
The expression of the structural frame in many of these houses, links their forms to both the 
prototypes of Late Modernism and to the Queensland house. Interest in principles of climatic design 
                                                                                                                                                   
40 Curtis, Modern architecture since 1900, 116. William Curtis writes of the brise–soliel that ‘…a new 
element was added to the ‘free façade’, but its regionalism was not so much cultural as climatic.’ 
41 Lefaivre and Tzonis, Critical Regionalism, 29. 
42 “The New Empiricism: Sweden’s latest style” Architectural Review 101/606 (June 1947): 199-204. 
43 Charles Jencks, The Language of Post-Modern Architecture, (New York: Rizzoli, 1981), 258. 
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resulted in the widespread use of lattice screens and louvres. These elements link the house to both the 
shaded and layered veranda spaces of the Queensland house and to the brise-soliel clad buildings of 
tropical modernism. The extent to which thinking is informed by principles or identifies with styles 
can be established through analysis of the detail resolution of building edge. The building edge will 
reveal whether a design response is economically, functionally or climatically driven and whether or 
not it addresses other dimensions of human occupation. 
 
 
1.3  Critical Regionalism 
Alexander Tzonis and Liane Lefaivre have argued that regionalism, as a regional resistance to a 
dominant architectural order, is a constant throughout history. The question of the relationship 
between regionalism and modernism had informed debates at the Museum of Modern Art in the 1940s 
and 50s and continued to be debated in the 1970s and 1980s. It continues to be debated today. 
 
The phrase ‘critical regionalism’ was first used by Tzonis and Lefaivre in 1981 in “The Grid and the 
Pathway”. Tzonis writes that at this time regionalist thinking was referred to loosely as ‘critical’ …‘in 
order to distinguish it from former approaches’, which were seen as ‘sentimental, prejudiced and 
irrational’ 44. ‘Critical’ was understood in the Kantian sense to infer that work ‘challenge(d) both the 
world as it exists and underlying world views’; that it was ‘self-reflective, self-referential, that is not 
only confrontational with regard to the world but to itself.’45 A fundamental strategy for Critical 
Regionalism involved the ‘use of regional design elements as a means of confronting a universalist 
order of architecture.’46 An identifiable movement in architecture known as Critical Regionalism 
emerged in 1980s when the phrase was adopted by Kenneth Frampton to describe one of the ‘Isms of 
Contemporary Architecture’.47  
 
                                                
44 Tzonis and Lefaivre, “Why Critical Regionalism Today,” in Kate Nesbitt Theorizing a New Agenda 
for Architecture: An anthology of Architectural Theory 1965-1995 (New York: Princeton 
Architectural Press, 1996), 488. 
45 Tzonis and Lefaivre, Critical Regionalism, 
46 Tzonis and Lefaivre, “Why Critical Regionalism Today?” 486. 
47 A Tzonis and L Lefaivre and A. Alofsin in their paper “Die Frage des Regionalismus” in M 
Andritzky et al, Fur eine endere Architektur, 1981 first propose regionalist architecture as a means of 
critiquing modernism. The term Critical Regionalism is first used by A Tzonis and L Lafaivre in “The 
Grid and the Pathway” in Architecture in Greece no.5, 1981. and K Frampton in “Prospects for a 
Critical regionalism” in Perpsecta 20, 1983. 
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In Perspecta: The Yale Architectural Journal, Frampton identifies the central principle of Critical 
Regionalism as being ‘a commitment to place rather than space.’48 Tzonis and Lefaivre identify that 
Critical Regionalism shares this ‘commitment to “placeness”’ with other regionalist Movements but 
that in Critical Regionalism, definitions of ‘place’ go ‘beyond ethnicity.’49  
 
Framton cites as examples of Critical Regionalism, the work of Alvaro Siza Vieira in Porto, William 
Wuster, Harwell Hamilton Harris and Raimund Abraham in North America, Luis Barragan in Mexico, 
John Utzon in Copenhagen, Gino Valle in Udine, Ernst Gisel in Zurich, Sverre Fehn in Oslo, and Aris 
Konstantinidis in Athens. He also identifies regionalist tendencies in the work of Tadao Ando in 
Osaka and Mario Botta in Ticino. Many instances of work identified by Frampton as being Critical 
Regionalist predate his definition of Critical Regionalism as an identifiable architectural Movement. 
Such works support the notion that regionalism emerges from a way of thinking in architecture. 
 
Amongst the features of Critical Regionalism identified by Frampton are 7 points. Several of these 
have implications for thinking about architecture’s relationship to context. Frampton writes that: 
 
(2) …Critical Regionalism manifests itself as a consciously bounded architecture, one which 
rather than emphasizing the building as a free-standing object places stress on the territory to 
be established by the structure erected on the site. This ‘place-form’ means that the architect 
must recognise the physical boundary of his work as a kind of temporal limit – the point at 
which the present act of building stops.50 
 
In this, the second of his seven points, Frampton defines Critical Regionalism as an approach to the 
making of architecture which emphases the making of territories rather than objects. He distinguishes 
between a way of thinking in which a work is considered in terms of its relationships with the existing 
structures of place and a way of thinking in which a work is considered in isolation as an object. In a 
work that is ‘consciously bounded,’ the building edge is a zone of space and fabric that mediates 
between building and site.  
 
                                                
48 Kenneth Frampton, “Prospects for a Critical Regionalism,” Perpsecta: The Yale Architectural 
Journal 20 (1983): 162. 
49 Tzonis and Lefaivre, “Why Critical Regionalism Today?” 486. 




Use of the phrase ‘place-form,’ indicates that form’s expressive role is not diminished but is linked to 
an awareness of the consequences of form for making place. Frampton goes on to state that:  
 
(4) It may be claimed that Critical Regionalism is regional to the degree that it invariably 
stresses certain site-specific factors, ranging from the topography, considered as three-
dimensional matrix into which the structure is fitted, to the varying play of light across the 
structure. Light is invariably understood as the primary agent by which the volume and the 
tectonic value of the work are revealed. An articulate response to climatic conditions is a 
necessary corollary to this.51 
 
Frampton emphasizes the role of form and its tectonic expression in making visible phenomenon that 
are specific to place. Fit with place is a consequence of how a work of architecture engages with and 
registers the specific characteristics of place. In a separate point Frampton then proposes that an 
architecture that is responsive, binds information about the specifics of place in ways that are 
registered by the body. A ‘consciously bounded’ architecture ‘binds’ the sensory. 
 
(5) Critical regionalism emphasizes the tactile as much as the visual. It is aware that the 
environment can be experienced in terms other than sight alone. It is sensitive to such 
complementary perceptions as varying levels of illumination, ambient sensations of heat, cold 
humidity and air movement, varying aromas and sounds given off by different materials in 
different volumes, and even the varying sensations induced by floor finishes, which cause the 
body to experience involuntary changes in posture, gait, etc. It is opposed by the tendency in 
an age dominated by media to the replacement of experience by information. 52 
 
Critical Regionalism emphasizes the ‘tactile’ as well as the ‘visual’ and ‘place-form’ as well as 
‘object-form’. Later, in the “Introduction” to Technology, Place and Architecture: The Jerusalem 
Seminar in Architecture, Frampton describes ‘felt familiarity’ as a sensation arising from the way 
‘place-forms’ hold and orient the individual; and the way that through experience, ‘place-forms’ 
trigger ideas and associations.53 
 
                                                
51 Frampton, Modern Architecture, 327. 
52 Frampton, Modern Architecture, 327. 
53 Frampton, Technology, Place and Architecture: The Jerusalem Seminar in Architecture (New 
York: Rizzoli International Publications, 1998), 14. 
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Over the years, Critical Regionalism as a Movement has reframed itself. Much of the writing in the 
1990s reveals a shift in concern away from the role that particular elements might play in binding the 
tactile and experiential, to a focus on the role of elements operating as a language.54 The result of such 
thinking was to return architecture to a problem of object making.  
 
At the beginning of the 21st Century, a variety of work considered to be on the periphery of global 
discourse or as belonging to a ‘local’ as distinct from a dominant ‘global’ culture has been identified 
with Critical Regionalism. However, there is the tendency to place architectural work within critical 
frameworks provided by economic, political, ecological and intellectual issues as distinct from spatial, 
material, or formal ones. As a result, a wide range of built work has been identified with Critical 
Regionalism.55 
 
As a Movement, Critical Regionalism offers resistance to a dominant universal order through 
principles that address aspects of particular place. Through concepts such as ‘bounded domains’ and 
‘tactile presences,’ Critical Regionalism engages the qualitative aspects of atmosphere and climate, 
topography, materials and construction in addition to opportunities and constraints of a practical kind. 
 
In South-East Queensland, the work of Gabriel Poole, Russell Hall, Rex Addison, Graham Davis and 
Helen Josephson, Brit Andresen and Peter O’Gorman, and Lindsay and Kerry Clare has been 
identified with Critical Regionalism.56 Built work draws on the traditions of the framed house but in 
different ways as dictated by each individual design problem.  
 
It would be expected that analysis would reveal similarities between works of Critical Regionalism in 
South-East Queensland and the traditional Queensland house. However regionalist thinking is more 
than the coordination of characteristic elements of a regional architecture. The principles of Critical 
Regionalism work by extending the traditional Queensland house but in ways that still trigger a sense 
of ‘felt familiarity.’ Analysis of work by Rex Addison will provide a precise description of the 
configuration of form and space at the building edge and the consequences for occupation. 
 
                                                
54 In “Why Critical Regionalism Today?” (1990) Tzonis and Lefaivre defend Critical Regionalism’s 
continued validity. Nesbitt, Theorizing a New Agenda for Architecture, 484-492. 
55 The variety of work associated with regionalism is demonstrated in the projects selected by Lefavre 
and Tzonis to illustrate their book Critical Regionalism: Architecture and Identity in a Globalised 
World. Work includes Alvar Aalto’s Saynatsalo Town Hall and work by the Dutch team MVRDV. 
56 Skinner and Keniger, “Recent Traditions”, 14-23. 
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Conclusion  
John Summerson defined architectural theory as ‘a statement of related ideas resting on a 
philosophical conception of the nature of architecture – in short, principia’57 In the Arts and Crafts 
Movement, Late Modernism and Critical Regionalism, the hierarchy of concepts gives precedence to 
context. An overview of regionalist thinking in these three architectural Movements reveals some 
commonality in the way that they argue for an architecture that is responsive to place. Although 
slightly different, the possibilities for a responsive architecture, is reasoned through principles that 
stress the importance of attention to materials, and construction and the siting of work. The extent to 
which these principles inform architectural design can be measured at the building edge.  
 
The edge is where the consequences for the formal and the experiential, of decisions relating to the 
construction and siting of a work, come together. The building edge is where architecture responds to 
topography and climate and site and where it engages and binds the sensory and qualitative in 
architectural space. 
 
The generic Queensland house is understood to have a special relationship with local place. The 
particular ordering of materials, form and space that make the Queensland house memorable and that 
support a particular way of life, occur at the building edge, in veranda spaces. The veranda is a zone 
that is not only occupiable but is sought out for occupation.  
 
Consequently it would be expected that there are similarities between place-responsive architect 
designed house and the vernacular Queensland house and that these similarities will be most evident at 
the building edge. Analysis of the configuration of material in the building edge will establish whether 
spaces found there share some of the characteristics of the veranda of the generic Queensland house. 
To the extent that Movements direct and inform practice analysis will demonstrate precisely how 
transformations of the house have occurred, subtle thought these transformations may be. Finally a 
comparison between principles articulated by theory and principles at work in buildings will also 
provide a means for establishing whether and to what extent a work belongs to a particular Movement. 
                                                
57 Summerson, “The Case for a Theory of ‘Modern’ Architecture,” p.261. 
 




2.   Architectures’ responsiveness 
 
 
‘Thus the body of the building has a crust, a zone where inside and outside 
meet, a zone of contradiction. This is where qualities of experience tip over 
each other or out of each other, it is especially a fixed point for our 
experience of space. This zone might be called the “conversational zone” of 
the architectonic language….’1 
 
 
Evidence of regionalist thinking in architecture can be found in relationships between building and its 
situation. Architecture as a ‘constructed’ entity is by necessity grounded and in some relation with its 
site.2 Consequently relationships between architecture and its situation can result simply from the 
inevitable outcome of locating and building a work on a site. Intentional interactions, however, are 
made possible through the ordering of material, structure, space and light in the work associated with 
architectural design, and are realised through conscious decisions made with respect to siting and 
construction.  
 
The building edge is the zone of space and fabric where a building and its surrounding circumstances 
come into contact with each other. It both separates and connects interior and exterior space. As a zone 
it is occupiable in its own right and is potentially more potent than either of the spaces adjacent to it 
and that contribute to its character and experience. Wolfgang Meisenheimer describes the building 
                                                
1 Wolfgang Meisenheimer, “Von den Hohlraumen in der Shale des Baukorpers = Of the Hollow 
Spaces in the Skin of the Architectural Body,” Diadalos, no.13 (15 September 1984): 103. 
2 David Leatherbarrow, Uncommon Ground: Architecture Technology and Topography (Cambridge. 
Mass.: The MIT Press, 2002), vi. 
Also Kenneth Frampton, Studies in Tectonic Culture (London: Thames & Hudson, 1985), 2. 
Frampton’s analysis is founded on the proposition that architecture is spatial and experiential rather 
than image-oriented; that is first an act of construction, a tectonic and not a scenographic activity and 
that it is ontological, a presence or a ‘thing’ as opposed to a sign. 
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edge as a zone ‘where qualities of experience tip over each other or out of each other’; a 
‘conversational zone’.3  
 
Intentional interactions set up in this ‘conversational zone’ at the edge can be uncovered by observing 
a work in its situation. Intentional interactions can also be identified in the way that surrounding 
circumstances are engaged and registered through occupation of a work. These two ways of perceiving 
a built work were understood by Martin Heidegger to represent complementary modes of dwelling. 
They are also recognised by Phenomenologist Edward Casey who describes a number of legitimate 
ways of dwelling. In particular he identifies two conditions of dwelling; – ‘dwelling-as-wandering’ 
and ‘dwelling as residing’. ‘Dwelling-as-wandering’ involves activities of orientation. ‘Dwelling as 
residing’ is about being somewhere in particular and reflects the conventional understanding of 
‘dwelling.’ Casey notes that ‘ - between orientation and implacement - there is a whole domain of 
encroaching implacements.’4 
 
This chapter sets out to do a number of things. Firstly, it will describe the responsiveness of 
architecture to context through a study of the building edge and establish the role of the edge as 
mediator with context. 
 
Secondly it will describe how the occupant is aligned in relation to place and oriented in space through 
the configuration of the building edge.  
 
Finally, as a prelude to describing accurately the relationship between instances of architect designed 
houses and their garden settings, it will identify the particular configuration of elements that enclose 
and shape spaces in the generic Queensland house and describe how they contribute to shaping a 
particular way of life. 
 
2.1 The edge: Articulating relationships 
Architect and theorist Christian Norberg Schultz writes that ‘from ancient times the house has been 
understood as a microcosmos. As a space within a space it repeats the basic structure of the 
environment. The floor is the earth, the ceiling the sky, and the walls the encircling horizon.’5  
                                                
3 Meisenheimer, ‘Of the Hollow Spaces in the Skin of the Architectural Body’, 103. 
4 Edward Casey, Getting Back Into Place: Towards a Renewed Understanding of the Place-World, 
(Bloomington: Indiana University Press, 1993), 121. 
5 Norberg-Schultz, The Concept of Dwelling: On the way to figurative architecture (New York: 
Electa/ Rizzoli, 1985), 92. 
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The boundaries of built space are wall, floor and ceiling. They have their corollary in landscapes’ 
ground, horizon and sky6. Interior and exterior spaces possess structures that mirror each other.7  
In describing the house as a microcosmos, Norberg-Schultz draws attention to its role in locating 
humans meaningfully in relation to their world by providing the conditions that enable orientation and 
identification within the world.  
 
The degree of interaction between intimate domestic space and the space of the wider world is held in 
the relationships set up between these two systems that mirror each other. The dynamic of these 
relationships is mediated by two spatial dialectics – a horizontal /vertical dialectic and an 
inside/outside dialectic. 8 The dynamic between inside and outside is experienced in terms of 
‘enclosure/openness, safety/danger, home/ journey, familiar/strange, self/other and private/public’.9 
This dynamic has also been described in terms of ‘connectedness’ or ‘unconnectedness’. It is in the 
configuration of the building edge, that the dynamic of the inside/ outside dialectic is articulated. How 
boundaries are established and configured defines inside and outside space. It also defines the 
orientation and character of those spaces.10  
 
In his “Preface” to Genius Loci – Towards a Phenomenology of Architecture (1963) Norberg-Schultz 
writes:  
Man (sic) dwells when he can orient himself with an environment, or, in short, when he 
experiences the environment as meaningful. Dwelling therefore implies something more than 
“shelter”. It implies that the spaces where life occurs are places, in the true sense of the 
word.[…] the task of the architect is to create meaningful places, whereby he helps man to 
dwell.11 
 
                                                
6 Norberg-Schultz, Genius Loci: Towards a Phenomenology of Architecture (London: Academy 
Editions, 1980), 13. 
7 Norberg-Schultz first proposed and demonstrated its significance in historical landscapes in case 
studies in Genuis Loci. More recently David Leatherbarrow has described the same structures in 
Uncommon Ground. 
8 Kim Dovey “Dialectics of Place: Authenticity, Identity and Difference,” in De-Placing Difference – 
Architecture, Culture and Imaginative Geography, ed. Samer Akkach (Adelaide: The University of 
Adelaide, 2002), 45-52. 
9 Kim Dovey “Dialectics of Place: Authenticity, Identity and Difference,” 45-52. 
10 Suzanne H. Corwhurst, “A House is a Metaphor,” Journal of Architectural Education, (XXVII, 
no.2): 35-53. 
11 Norberg-Schultz, Genius Loci, 5-6. 
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Norberg-Schultz identifies two important conditions necessary for dwelling – orientation and 
identification. These conditions are explained in terms of an ability to know where and how one is in 
the world. They are as a consequence of the interactive relationship that exists between the human 
occupant and a place. 
 
In Uncommon Ground: Architecture Technology and Topography (2002) David Leatherbarrow argues 
that architecture’s primary purpose is to provide settings that enable inhabitation. Settings are ‘lived 
places’. For Leatherbarrow settings are intended to ‘enable and adorn the things we typically do’.12 
The inverse also holds true. ‘Architectural settings […] represent patterns of life.’13  
 
The ‘meanings’ attached to ‘lived’ experiences are difficult to analyse. It is difficult to verify an 
experiential dynamic at work. However it is possible to describe the elements that comprise a setting 
and to draw conclusions about how the setting is intended to be occupied and how the individual is 
oriented to and aligned by the setting in relation to a wider place. It is also possible to draw 
conclusions about whether the wider situation is intended to contribute to those settings and how it is 
achieved. Analysis of the building edge contributes to this understanding. It is the configuration of 
building edge that establishes what is inside, what is outside and defines the dynamic between the two. 
 
That the interactions between the interior setting and the wider world are ordered by the building 
fabric at the building’s edge is agreed upon by Norberg-Schultz and David Leatherbarrow but how 
these two writers perceive the role of the fabric in establishing these relationships varies. 
 
In Genius Loci: Towards a Phenomenology of Architecture, architect and critic Norberg-Schultz 
describes place as a concrete occurrence or atmosphere determined by elements and things. It 
comprises two levels of material. Firstly there is the structure of place – its topography, landscape, 
climate, breezes, the quality of light and the way it falls, vegetation. It also includes the structure of 
the built fabric, networks and paths, built form and its materials details. These are the concrete ‘things’ 
which constitute our world and which are interrelated in complex ways. These things have material 
substance and contribute to place in quantitative ways. 
 
The material details, which determine relationships at the building edge between interior and exterior 
space include openings, doors, windows, porches, canopies, thresholds. These elements determine 
                                                
12 Leatherbarrow, Uncommon Ground, 163. 
13 Leatherbarrow, Uncommon Ground, 154. 
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how a building is situated between earth and sky, how it responds to climatic and topographic 
conditions. In his analyses of various places, Norberg-Schultz has catalogued how particular elements 
of building form have responded to the place in which they are situated. He describes how openings, 
doors, windows, porches, canopies, thresholds respond to and make apparent the phenomenon of 
place.  
 
In addition to the physical structures of place, Norberg-Schultz describes the spirit of place; genius 
loci. Borrowed from the Romans, the term genius loci, describes a concept of place as possessing its 
own essence or aura. It is derived from not one ‘thing’ in particular but a range of ‘things’ working 
together; including in addition to the physical and ambient conditions of place, their image, character, 
identity, cultural form, building form. Its difficulty as a concept arises because it collapses layers of 
information, including thinking about the cultural and historical dimensions of work, into an essential 
whole. 14 Yet, the genius loci becomes lodged in a work through the configuration of landscape and 
building fabric. 
 
Norberg-Schultz extended the philosophical writings of Martin Heidegger to argue for an architecture 
that is a ‘return to things.’15 For Heidegger ‘things’ were elements, which gather and bring near the 
‘fourfold’ of earth, sky, mortals and divinities. Dwelling is ‘being-in’ and ‘thing-based’; ‘a staying 
with things.’16 Norberg-Schultz writes: ‘The primary purpose of architecture is hence to make a world 
visible. It does this as a “thing”, and the world it brings into presence consists of what it gathers.’17  
 
The way in which a thing gathers place is explained by Norberg-Schultz through reference to A 
Winter Evening a poem by Georg Trakl that had been originally analysed by Heidegger. The poem 
describes a hut in the wilderness with a table ‘for many laid’. ‘The house and the table receive and 
gather and bring the world “close.”’18 The way in which this table is revealed through the window 
opening gives an indication of character or atmosphere of spaces both inside and outside. Inside is 
luminous and warm - a setting centred around the table - in comparison to cold darkness outside. 
Inside is a complement to outside. Whilst the table is the focus that gathers the setting and becomes 
                                                
14 Leatherbarrow has observed that “Genius-of-the-place arguments are generally a secret form of 
essentializing that is often as misconceived as it is reactionary.’ Leatherbarrow, Uncommon Ground, 
95. 
15 Norberg-Schultz, Genius Loci, 7. 
16 Heidegger quoted in Edward Casey, The Fate of Place: A Philosophical History (Berkley and Los 
Angeles: University of California Press, 1998), 309-10. 
17 Christian Norberg-Schultz, “Heidegger’s Thinking on Architecture,’ Perspecta 20: The Yale 
Architectural Journal (1983): 67. 
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the focus of sensations of warmth and security, it is the bounding envelope that provides the 
conditions on which those sensations depend.  
 
Interior and exterior conditions are linked. The qualities of each are amplified through their adjacency.  
That building is an activity that both separates and links spaces is underscored in this passage from 
Hedegger’s “Building, Dwelling, Thinking” (1954).  
Raum means a place cleared or freed for settlement and lodging. A space is something that 
has been made room for, something that is cleared and free, namely within a boundary, Greek 
peras. A boundary is not that at which something stops, but, as the Greeks recognized, the 
boundary is that from which something begins its presencing…Space is in essence that for 
which room has been made, that which is let into its bounds. That for which room is made is 
always granted and hence is joined, that is, gathered, by virtue of a location….Accordingly 
spaces receive their being from locations and not from space…..19 
 
In Uncommon Ground, David Leatherbarrow presents a description of the way in which interior and 
exterior spaces are intertwined that is surprisingly similar to Norberg-Schultz’s analysis of the table 
described in A Winter Evening. He writes: 
Anyone who stops to think about it knows perfectly well that individual settings are always 
interconnected with and dependent on a horizon that transcends them, sewn into the fabric of 
rooms, buildings, streets, towns and nature.20  
 
Leatherbarrow describes the kitchen that architects Antonin and Noemi Raymond inserted into an 
existing structure at New Hope, USA. In particular, Leatherbarrow describes the consequences of 
placing the table at the edge of this structure. The table establishes a setting that is intended to be 
occupied. The significant role of the table, designed and built by Noemi Raymond in the kitchen 
setting, is its ability to ‘gather’ its surroundings and provide a life-situation. 
 
The table as a piece of ‘equipment’ is indispensable as ‘both a support for dishes and a receptacle of 
morning light.’ 21 In identifying these two outcomes of the table’s location Leatherbarrow draws 
attention to its agency in linking interior and exterior settings. It is through the daily ritual of taking 
                                                                                                                                                   
18 Norberg-Schultz, Genius Loci, 9. 
19  Heidegger “Building, Dwelling, Thinking”, quoted in Frampton Studies in Tectonic Culture, 22. 
20 Leatherbarrow, Uncommon Ground, 170. 
21 Leatherbarrow, Uncommon Ground, 162. 
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breakfast that the relationship with wider context is revealed. The morning light was not ‘designed’ 
but the window and its awnings were designed to register light in a particular way at a particular 
time.22 ‘All of the Raymonds’ invention was aimed at modulating or articulating variable ambient 
conditions, integrating near and far according to the interests of practical affairs.’23  
 
In his analysis of place-responsive architecture, Leatherbarrow pays particular attention to describing 
the ‘local details of buildings, life situations, and cultural conditions’.24 He demonstrates that the way 
these are drawn together to inform architectural design determines how the particular qualities and 
characteristics of place inform a work of architecture such that they can be registered through 
occupation.  
 
Leatherbarrow also distinguishes between one way in which practice works to make relationships with 
existing circumstances well beyond the limits of the site and another, which sees the design as a 
problem of the object. To limit the design problem to the site alone does not promote the building of 
relationships and reduces practice to a ‘a version of planning or of product design.’25 Returning to the 
Raymond’s kitchen table, Leatherbarrow asks what are the limits, edges or boundaries of a setting, as 
opposed to the edge of building form.26 Rather than the wall as perimeter, Leatherbarrow draws 
attention to the contribution of the awnings that ‘shades and shelters’ and that are beyond the window. 
‘Does the setting come to an end even at that extremity, or must one look further? How much further? 
Must the edge be visible to be significant?’27  
 
This description of the Raymond’s kitchen is used by Leatherbarrow to frame his argument that the 
limit of the architect’s concerns in a place-responsive architecture is actually the horizon and not the 
building edge. For Leatherbarrow, the term horizon refers not just to ‘the line at the edge of the visual 
field,’ but also to ‘the field itself’ and to the ‘expanse of circumstances’ it contains.28 
 
The limit of the architect’s awareness in the processes of architectural design and the locus of the 
action that is the outcome of such processes are two separate things. The site where such concerns 
register in design occurs is at the edge of enclosure - the building edge.  
                                                
22 Leatherbarrow, Uncommon Ground, 163. 
23 Leatherbarrow, Uncommon Ground, 160. 
24 Leatherbarrow, Uncommon Ground, ix. 
25 Leatherbarrow, Uncommon Ground, 170. 
26 Leatherbarrow, Uncommon Ground, 159. 
27 Leatherbarrow, Uncommon Ground, 159. 
28 Leatherbarrow, Uncommon Ground, 172. 
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The motivation for enabling interactions between interior and exterior conditions is to engage the 
surroundings in making and enhancing settings for living. It is in the configuration of building fabric 
and landscape at the edge of settings that such interactions are made possible. Both Norberg-Schultz 
and David Leatherbarrow argue this. However, they have come to this shared ground from very 
different positions.29 
 
Norberg-Schultz’s arguments about architecture are grounded in the philosophical writings of Martin 
Heidegger in the 1940s and 50s. His arguments have been interpreted as a critique of Modern 
architecture in which Modernism is associated with the suppression of the local and particular and a 
sense of disconnection with the surrounding world. His notions of dwelling, have in recent times been 
criticised on the grounds that they promote notions of stasis and nostalgia – the ‘heimlicht.’30  
 
Leatherbarrow works with a different hypothesis. Through an analysis of the writings and built work 
of Antonin Raymond, Aris Konstantinidis and Richard Neutra – architects who have been associated 
with Late Modernism and with the recovery of context in their work - he argues that Late Modernism 
does not necessarily result in a sense of disconnection with place. The incorporation of new 
technology does not necessarily mean topographic disconnection.  
 
What appears common to Leatherbarrow’s and Norberg-Schultz’s arguments is an awareness of the 
consequences for occupation of decisions that relate to architectural form. In particular, they both 
emphasize the role that elements of architectural form play in organising relationships between interior 
settings and wider place - Leatherbarrow working through an approach to architecture as a topography 
                                                
29 Lefaivre, “Critical Regionalism: A Facet of Modern Architecture Since 1945”, Critical 
Regionalism: Architecture and Identity in a Globalized World, pp.34-35. From an analysis of critical 
writings, she concludes that although ‘Mumford and Heidegger are part of the same world, they 
occupy a diametrically opposed position within it.’ Heidegger’s position has been interpreted as 
promoting architecture to sustain ‘a closed human group linked through common ethnic identity, soil 
and language’ - the heimat. Mumford’s writing promotes an architecture that brings humans into 
harmony with a modern world. 29 
30 Hilde Heynan Architecture and modernity: a critique (Cambridge, Mass.: MIT Press, 1999), 17, 
223.  
Also Doug Evans “Modernity, Progress and Place – at the Centre and the Perophery: Melbourne 
Regionalism and its Global Context in the 1950s.” In the Making: Architecture’s Past: Proceedings of 
the 18th Annual SAHANZ Conference (Darwin: School for the Built Environment Centre for Tropical 
and Built Environment, Northern Territory University, 2001), 23. Evans writes ‘Different approaches 
– the existential with Heidegger, the ethical with Adorno and the sociological with Berger, Berger and 
Kellner – all conclude that modernity and dwelling are diametrically opposed.’ 
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and Norberg- Schultz working through the concept of “microcosmos.’ Simply explained, the building 
edge is a zone that contributes to architecture in three key ways. 
1. Through enclosure of interior territory and the definition of character and orientation of that 
territory. 
2. In the way that the configuration of a constructed edge contributes to the expression of 
building form. 
3. As an environmental and sensory filter operating between territories. 
But the building edge is also the zone where architectural settings and wider place meet - a 
‘conversational zone’.  Where the edge facilitates this conversation is an indicator of Regionalist 
thinking. 
 
Regionalist thinking engages existing topography, climate, established techniques of construction and 
material choices and ways of living in making an architecture that ‘fits’ with place. Regionalist 
thinking can be identified in the degree of fit or connection between architecture and place – and is 
revealed through observation of work in context and through its occupation. It is the configuration of 
structure and material, space and light at the building’s edge that gives form an expression that is in 
harmony with a place. It is in the configuration of structure and material at the building edge that the 
phenomenon of a place - light and views, breezes, sounds and smells - contributes to interior spaces in 
ways that enable an occupant to feel in harmony with place. Consequently the building edge is where 
to look for evidence of Regionalist thinking. 
 
The role that the building edge plays in aligning and orienting humans in place provides a means for 
understanding the significance of decisions about building edge to the occupation of architecture. It 
also provides a description of that forms the basis for explaining ways of thinking and working in 




2.2 The Edge: Establishing alignment and orientation 
 
 ‘Every structural configuration is experienced as a fixed and stable relationship 
between interior and exterior which, through its entrance and exit situations, 
determines our human terms of reference.’ 31 
 
The way built form brings humans into association with their material world depends on how building 
orients and aligns humans in relation to their place. Orientation involves knowing where one is in 
relation to the surrounding world. Norberg-Schultz describes the ability to orient as a necessary 
condition for dwelling. Alignment refers to the act of bringing into line. It refers to the ability of the 
human body to move into place or to ‘gear’ to the surrounding world. A responsive architecture 
provides conditions that enable orientation and alignment.  
 
In Diadalos 13, an issue dedicated to exploring the interior/exterior dynamic, an essay by Manfried 
Sundermann offers insight into aspects of the interior/ exterior duality that are particularly relevant to 
this study. In “Interior – Exterior: A Reciprocal Complement”, Sundermann describes the role of the 
vertical edge of built form in mediating interactions between interior and exterior settings. Most 
importantly he describes the role of the body, oriented in and ‘geared’ to place by building form, in 
perceiving those interactions.  
 
Sundermann develops his argument through an analysis of the simplest and the most common of built 
forms – a cube. ‘Buildings are hollow bodies defined by surfaces with an inner and outer face. The 
volume which the surfaces encloses is called the interior, while that which they exclude is called the 
exterior.’32 Each face is endowed with a direction; back/front, right/left, top/bottom; descriptors with 
value and direction that are bestowed either through reference to the human body or to a line of vision, 
which situates the cube in relation to the earth’s gravity. It is as a consequence of architecture’s 
location in space that directions such as back/front, right/left can also draw on the four points of the 
compass. ‘Where the north/south and east/west axes intersect, a centre point is created for the vertical 
alignment of man from earth to the heavens.’33 Thus, through its openings to the surrounding world, 
the cube aligns its occupants with the points of the compass and with the passage of time.  
 
                                                
31 Manfred Sundermann, “Innen –Aussen: eine ineinanderverschrankte Eganzung = Interior - Exterior: 
A reciprocal complement.” Diadalos, no.13 (15 September 1984): 98. 
32 Sundermann, “Interior – Exterior,” 98. 
33 Sundermann, “Interior – Exterior,” 98. 
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The interior and exterior system is integrated in the changing constellations of sun and 
weather. In the rotation of the seasons and the corresponding changes in weather and light 
conditions, the alignment of the individual rooms to east, south, west or north, the sunny, 
shady and weather sides of the house govern the intricate interconnections between inner and 
outer worlds of mankind (sic).’34  
 
Through its own processes of alignment in relation to architecture, the body orients and aligns itself in 
relation to the world. Sunderman writes ‘Architecture is established by means of alignment and 
erection.’35The role of the body as the measure of relationships between built form and its surrounding 
circumstances is fundamental. In making humans the measure Sundermann recalls Heidegger, who in 
“Building, Dwelling, Thinking” wrote: ‘The taking of measure is what is poetic in dwelling.’36 
 
Sundermann’s example illustrates Kantian principles in concrete terms. In an essay, dated 1768, 
entitled “ultimate ground of differentiation of regions in space”, Immanuel Kant describes how the 
bifurcated body reflects regions of space as the means for orientation.37 Philosopher, Edward Casey 
interprets the pivotal finding of this essay as:  
…the bodies role in the ‘implacement’ of things is that of providing these things with a 
directionality that they would lack when considered as merely occupying positions relative to 
one another. Without the implementation of this role, material entities would be unoriented, 
lacking the definite directionality of ”right” and “left”, “up“ and “down” “front” and “back.”38 
 
                                                
34 Sundermann, “Interior – Exterior,” 98. 
35 Sundermann, “Interior – Exterior,” 98. 
36 Heidegger quoted in Casey, The Fate of Place, 221. 
37 In The Fate of Place, Edward Casey outlines subsequent theories forwarded by phenomenologically 
oriented writers such as Whitehead, Husserl, Merleau-Ponty regarding the role of the body in spatial 
perception developed out of this early phenomenologically oriented work by Emmanuel Kant. 
Merleau-Ponty speaks of the ‘intentionality of the lived body’. ‘Bodily intentionality…through which 
there is at all times “a certain gearing of my body to the world.”’ Whitehead develops the idea of the 
‘Body as Agent’ in the perception of space by identifying the concept of ”withness”. ‘We see but we 
see with our eyes we touch but we touch with our hands.’ He also speaks of ‘prehension,’ the body’s 
ability for prehension. It is this capacity of the body to ‘prehend’ and the ability to ‘objectify’ this 
prehension which equips the body, enabling it to adjust to and to be with the world. In 1904-05 
Husserl presents the notion of the ‘lived-body’ as essential to the experience of the life-world.  
 
38 Edward Casey, The Fate of Place: A Philosophical History (Berkley and Los Angeles: University of 
California Press), 205. 
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That the body is structured into two sides makes it ‘a powerful orientational force.’39 The ‘ordering 
already operative in our directed and directive bodies’ 40 provides a ‘reliable and persisting 
“anchorage” in the world.’41 Merleau-Ponty extends Kant’s theories by demonstrating that ‘all 
orientation involves gearing at a ‘spatial level’ that is not embedded in one’s body proper but in the 
surrounding world. 42 
‘To orient, after all, is to orient to – to something other than that which does the orienting 
itself……my experience of depth and my sense of up and down, far and near, great and small. 
The crucial clues for all of these arise from my environs, not from my lived body taken in 
isolation from its surroundings.’43  
 
The lived body inscribed by a sense of up and down, near and far, gears or orients itself, and it is 
through the lived body, orienting itself in space that inhabitation occurs. 
 
Sundermann extends his observations on the way in which the elements of architecture structure 
relationships, although greatly simplified, to explain the way in which this is absorbed to become 
ritual. Using his simple exposition of cube, he describes a proposal for that most ritualised of places, a 
mosque. Rather than describing the mosque as a cultural artefact, he describes it in terms of 
configurations of form that register and amplify phenomena. The mosque is presented as a sequence of 
interior and exterior situations governed by a strict geometric order with prescribed orientational and 
operational requirements These requirements are learned through ritual and experience. Through 
experience the ‘inner and outer physical and spiritual expressions’ are linked. The historical and 
cultural dimensions of the mosque are held in the structures of place and are triggered through 
experience. 
 
In Sundermann’s description, the mosque is experienced and ultimately understood, not in terms of 
characteristic elements associated with a cultural language, but in terms of the experiences to which 
these elements of form give rise. Such knowledge constitutes a disciplinary knowledge that can be 
                                                
39 Casey, The Fate of Place, 209. 
40 Casey, The Fate of Place, 208-09. 
41 Casey, The Fate of Place, 229. 
42 Casey, The Fate of Place. Casey cites Merleau-Ponty’s Phenomenology of Perception (1945). One 
of Merleau-Ponty’s most significant experiments, the Wertheimer experiment, demonstrates the 
manner in which the body orients itself automatically and unconsciously in space. Subjects were 
introduced into a room reflected in an oblique mirror that presented the room as tilted at 45 to one 
side. Merleau-Ponty described how confusion gradually gave way to adjustment through bodily 
gearing. 
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drawn on in architectural design. The use of such knowledge provides opportunities for making 
settings that can be experienced and recognised as both new and familiar. 
 
Sundermann’s analysis demonstrates how interactions between interior and exterior space are made in 
the ordering of structure and fabric at the edge of building form and are registered as a consequence of 
the way they align the body in relation to a wider place. It reveals how such relationships between 
interior and exterior space can be described in terms of ‘structural configurations’ and that the 
experiential outcomes of decisions related to ‘structural configurations’ can be predicted through 
reference to disciplinary knowledge bases.  
 
Norberg-Schultz speaks of ‘figural’ architecture as a way of explaining the relationship between 
elements of form, the way they enclose space and the condition of being and knowing how one is with 
the world. 
Figural architecture,[...] does not consist of casual inventions, but of typical elements which 
may be repeated, combined and varied. We have already suggested that the typical elements 
are not just a matter of convention, but represent basic ways of being between earth and sky. 
They are given with the world….44 
In a similar way Colin St John Wilson speaks of ‘spatial figures’ in his account of architectural design. 
He describes architecture as ‘the organization of […] experiences into spatial “figures” which match 
the operational and ritual patterns of a building.’45  Such ‘figures’ reflect the fundamental experiences 
of humans’ ‘being in the world.’ As spatial constructs they speak to a ‘body-language’ whose code is 
learned through feelings and emotions and which is imprinted on the humans psyche as a result of 
‘being in the world.’ 
 
St John Wilson argues that for each level of sensation of spatial experience between the two positions 
of enclosure and exposure there is a corresponding ‘counterform.’ ‘Architecture offers a whole 
typology of counterforms to the ‘positions’ experienced in this body language [….] It is a reciprocity 
of just such a kind that binds a world of archetypal forms (aedicule, portico, column, roof) to the close 
world of appetite, fear and reparation that is enmeshed in the body language.’ 46 In this way ‘form 
                                                                                                                                                   
43 Casey, The Fate of Place, 234. 
44 Christian Norberg-Schultz, The Concept of Dwelling: On the Way to Figurative Architecture (New 
York: Rizzoli, 1985), 128-29. 
45 Colin St John Wilson Architectural Reflections: Studies in the philosophy and practice of 
architecture (Oxford: Butterworth Architecture, 1994), xiii. 
46 St JohnWilson, Architectural Reflections, 14. 
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takes on the property of being a code and thereby becomes deep content.’47 Architecture can be 
considered as the organization of ‘figures’ involving the composition of ‘counterforms.’ 
 
Philosopher Edward Casey underscores the importance of the body to place and to memory. It is the 
body that ‘situates us steadily in and between places; helping to create that specific gravity by which 
they (places) can exert their full power.’48 The action of the body in locating itself in the structures of 
place is the means by which place is fused in the memory, to be intentionally recalled in processes of 
architectural design. Places are ‘empowered by the lived bodies that occupy them: these bodies 
animate places….by endowing them with directionality, level, and distance – all of which serve as 
essential anchoring points in the remembering of place.’49  
Particular recollections of places in the South-East Queensland house shed light on the relationship 
between the configuration of elements in the building edge and its surrounds and how this relationship 
shapes a particular way of life. 
 
2.3 The edge of the Queensland House 
Analysis of the development and transformation of the detached house in South-East Queensland must 
acknowledge the Queensland house and garden as a precedent. Described as a ‘nest of open rooms’50 
the Queensland house engages with its site in particular ways that give rise to a set of distinct, 
memorable places that support particular ways of living. Historian Helen Gregory attributes this 
‘intensely sensory’ way of life to ‘the way these houses look, the range of sounds transmitted from 
outside and within, the permeation of external perfumes and odours from kitchens and bathrooms, the 
feel of building materials.’ 51  Examination of the edge spaces in this house provides insight into how 
their configuration orders inside/outside relationships that enable these interactions and also into the 
consequences of these relationships for a way of life.  
 
Author David Malouf writes about many of the places that are found in the Queensland house. Malouf 
describes the poetic content of dwelling in the Queensland house rather than the pragmatic or 
functional.  He links this poetic content to the structures of place. Poetry and poetic prose are referred 
to as an important source of truths about place by various researchers. Geographer, Pocock uses 
                                                
47 St JohnWilson, Architectural Reflections, 11. 
48 Edward Casey, Getting Back into Place: Towards a Renewed Understanding of the Place-World 
(Bloomington: Indiana University Press, 1993), 197. 
49 Casey, Getting Back into Place, 197. 
50 David Malouf, 12 Edmonstone Street (Ringwood Victoria: Penguin Books, 1986), 11. 
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literary prose to gain insight into perceptions of landscape. Pocock cites Flaubert who declared that 
‘Poetry is as precise as geometry. Induction is as accurate as deduction.’52 Gaston Bachelard deferred 
to poetry to provide insights into the nature of places of intimacy.53 Poetry’s power to provide insight 
is derived from its ability to incite images in the readers’ imagination. Poetry and poetic prose are 
constructed very deliberately to tap memories of place. 
 
Place memories are acquired sub-consciously through day-to-day experience of the world. Stanford 
Anderson describes how such memories are formed by repetition and slow ‘sedimentation’ to become 
infused with content of a deep-seated and phenomenological nature.54 Edward Casey describes them 
as ‘congealing’ around places and things in a way that brings together a number of discrete 
experiences as one. They are also characterised by a ‘co-immanence of past and present’ in which ‘the 
past is immanent in the present and the present in the past.’55 Accumulated over time such memories 
are culturally specific, for ‘spatial restoration and temporal repetition ingrains particularity.’56  
 
In “A First Place: A Mapping of a World” and 12 Edmonstone Street, Malouf describes his childhood 
home. 
‘And it is this whole house I want to go back to and explore, rediscovering, room by room, 
what it was that I first learned there about how high, how wide the world is, how one space 
opens into another, and from the objects those rooms contained and the habits and uses they 
were caught up in (including the forbidden ones), what kind of reality I had been born into, 
that body of myths, beliefs, loyalties anxieties, affections that shapes a life, and whose outline 
we enter and outgrow.’57  
‘It stood on low stilts at the front, high stilts at the back, and was essentially a nest of open 
rooms surrounded on three sides by wide cooling verandas, ironwork to the rails, in a pattern 
of interlocking circles, and rolled venetians above.’58 
                                                                                                                                                   
51 Gregory, “Lifestyle,” The Quensland House: A roof over our heads, edited by Fisher and Crozier.  
(Brisbane: The Queensland Museum, 1994), 1. 
52 Flaubert quoted in Pocock, Humanistic Geography and Literature: essays of the experience of place 
(London: Croom Helm; Totowa N.J.: Barnes and Noble, 1981), 11. 
53 Gaston Bachelard, Trans. Maria Jolas. The Poetics of Space (Boston MA: Beacon Press, 1994), xvi. 
54 Stanford Anderson, “Memory in Architecture” Daidalos 58 (December 1995): 35. 
55 Edward Casey, Remembering: A Phenomenological Study (Bloomington: Indiana University Press, 
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57 Malouf, 12 Edmonstone Street, 12. 
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Although detached from and elevated above 
the rolling, often steep, terrain, its strong ‘fit’ 
with place, is because as Malouf points out, 
‘with its light frame and verandas permeable to 
light and air’ it appears to be ‘utterly of the 
place.’59 He draws attention to characteristics 
that the Queensland house shares with 
vegetation found in the typical Brisbane 
garden. Such similarities are evident as a 
consequence of observing the houses in its 
garden settings and but also in exchanges of 
light and breeze experienced through 
occupation.  
‘They have about them the 
impoverished air of tree houses. Airy, 
open, often with no doors between 
rooms they are on such easy terms with 
breezes, with the thick foliage they 
break into at window level, with the 
lives of possums and flying foxes, that 
living in them, barefoot for the most 
part, is like living in a reorganized 
forest.’60 
 
Through a recollection of memories Malouf is 
able to return to his childhood home. He draws 
together descriptions of the structural 
configuration of space and fabric with personal 
experiences. 
 
                                                
59 Malouf, “A First Place: The Mapping of a 
World.” Johnno, Short Stories, Poems, essays 
and Interview (St Lucia, Qld: University of 
Queensland Press, 1990), 262. 
60 Malouf, 12 Edmonstone Street, 10. 
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Fig.2. Brisbane City Council Drainage Plan.  
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His word pictures are alive with a sense of the colours, sounds and smells of a way of life. They appeal 
to the readers’ imagination by unlocking deep-seated memories of place. So that, despite the fact that 
‘each house has its own topography, its own lore’61 his poetic descriptions are able to illuminate shared 
or cultural memories. 
 
The house at 12 Edmonstone Street no longer exists. Instead Malouf’s descriptions are illustrated here 
through reference to measured drawings of another Queensland house. This house, ‘Carhue’, was built 
in c1908 and is located on the west facing slope of a hill in the inner city suburb of Newmarket. It is 
typical of houses reproduced across Brisbane in the years before World War II. (Figure 1. Refer also 
Appendix A for measured drawings of ‘Carhue’ made in 1999.) ‘Carhue’ differs from descriptions of 
the house provided by Malouf in 12 Edmonstone Street in that it has verandas on two sides rather than 
three. Where the veranda is missing on the southern side of the house, internal rooms are brought to the 
building edge. No advantage is made of this adjacency of interior space to the edge.  
 
Malouf’s descriptions of places and events in the house at 12 Edmonstone Street confirm that most of the 
important activities of daily life occurred at the edges of the house. They also reveal that  the character on 
which these activities and the settings in which they occurred depends for the power to resonate in 
memory is contingent on an adjacency with the world outside. In its generic form the Queensland house 
did not address a range of issues including orientation, slope of ground, outlook, direction of prevailing 
winds, and incidence of sunshine.  
 
Orientation was a coincidence of the collision between a subdivision plan and the generic house plan in 
which the front of the house always addressed the street. (Figure 2) Furthermore, it is orientation - an 
accident of siting - that resulted in any distinguishing characteristics arising from a relationship to 
topography, views, and vegetation, and that determined how light enters the room and at what times of the 
day light enters the room. Typically in these houses, patterns of occupation reflected the passage of the 
sun through the day. The consequences of coincidental orientation to inhabitation can be mapped out with 
reference to each edge of the house in turn. 
                                                
61 Malouf, 12 Edmonstone Street, 9. 
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The Queensland house, as described by Malouf, 
can be considered as holding four different types 
of spaces. (Figure 3) The boundaries of each 
space provide that space’s character and 
orientation, and conditions the way spaces open 
into each other and to the garden setting. A 
review of Malouf’s description of each space 
provides insight into the consequences of the 
ordering of space and fabric for modes of 
occupation. It will reveal that in the Queensland 
house life is lived in the edge zones and that 
there is a strong connection between the 
‘intensely sensory experience’ of that life and the 
structural configuration of building edges. In 
Malouf’s descriptions those spaces imbued in his 
imagination with special character or powers are 
acknowledged with capital letters in recognition 
of their significance. 
1. The veranda  
Malouf writes: ‘Verandas are open boundaries.’62  
In Malouf’s childhood home the veranda is a 
continuous strip of space that wraps itself on 
three sides of the house. It is a third spatial 
condition between inside (the core of interior 
rooms) and outside (the garden) – an in-between 
space.63 (Figure 5) As an edge zone the veranda 
is often extended through the addition of a  
 
                                                
62 Malouf, 12 Edmonstone Street, 9. 
62 St John Wilson, Architectural Reflections: 
Studies in the philosophy and practice of 
architecture (Oxford: Butterworth 
Architecture, 1994), 11. ‘The moments of 
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Fig.3. Measured drawing 
Longitudinal section locating four types of spaces 
in the Queensland house. 
1. veranda, 2. core,  
3. enclosed veranda,  






Fig.4. Measured Drawing 
Section - front veranda 
House at Gaunt Street Newmarket 
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fernery or entry portico or simply through the 
extension of the veranda’s skillion roof. Such 
extensions constitute yet another zone of space in  
the building edge.  
 
The significance of veranda zone is magnified in 
South-East Queensland precisely because the 
veranda is a place traditionally sought out for 
occupation. In wrapping around three or more 
sides and in its variable edge condition the 
veranda provides a range circumstances for 
dwelling at different times of the day or year. 
The ‘Front Veranda,’ visible form the street, is 
where people are greeted. It is ‘cooler, lighter 
airier than the Front Room’.  
 
But whether the front veranda receives the 
morning sun or the evening sun and 
consequently the time of day when it is most 
comfortably occupied is a function of site 
orientation. In Malouf’s childhood home the 
‘Front Veranda’ is where visitors are greeted and 
morning tea is taken. 
 
Each wall in this veranda zone has an inside face 
and an outside face. The interior face coincident 
with the walls of the house core itself is not 
permeable. The outside edge is materially 
coincident with the veranda rails, but because of 
the nature of that material, it is also open to the 
world. Space is captured between these surfaces, 
but containment is incomplete. (Refer Figure 4) 
 
 
Fig.5. Diagram Locating house core in 
relation to edge zones.  
1.veranda 
2.core  





Comparison between views to garden from 
house core and to garden from the 
permeable edge zone. 
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The interactions set up at the edges of the veranda are complex and variable. They provide conditions 
that trigger sensations and experiences of exposure and envelopment. But as Malouf demonstrates 
these are not experienced simultaneously. Rather it can be shown that sensations and associations 
shift with the passage of the day. The piece of veranda where Malouf and his sister sleep is adjacent 
Malouf’s parents’ room located in the core, and is accessible through knee height double hung 
windows which were always open but which constituted a threshold that was ‘not to be crossed’. It 
also has an immediate adjacency with the Fernery. A cool sink during the day, the Fernery was 
transformed in Malouf’s imagination with the passage from day to night, into something far more 
terrifying. Malouf believed that if he ‘step[ed] out there, …..in my sleep for instance, sleepwalking, 
…. I will get time-lost, I will turn into some smooth or hairy green thing with dirt in my fists.’64 He 
likens being placed in his cot to being ‘put-down on the edge of rain forest’. It does not matter to 
Malouf that he is ‘in easy reach’ of his parents. The distance to safety in Malouf’s imagination does 
not bear any resemblance to real distances. He feels ‘abandoned’, ‘cast out’. For as he says, ‘A 
veranda is not part of the house. Even a child knows this. Verandas are no-man’s land, border zones 
that keep contact with the house and its activities on one face but are open on the other to the street, 
the night and all the vast unknown areas beyond.’65 To be out on the veranda is to be in an in-between 
world.  The particular structural configuration of the veranda is constant but gives rise to a range of 
experiences that alter with the passage of day to night. The type of experience offered by this piece of 
veranda is conditional on time of day and adjacency. It is a consequence of an ‘open’ boundary and an 
elevated platform. 
 
The veranda has been adapted to a range of stylistic forms over time. However its characteristics 
remain the same. As an element, it is related to the colonnade – it tends to be directional, permeable 
rather than ‘open’ on one side, an outwardly oriented, centrifugal space. Its permeability enables a 
filtering of light, breezes and views; offering the opportunity for both separation and connection, and 
situating the inhabitant simultaneously inside (shelter, protection) and outside (breezes, air changes). 
(Refer Figure 6) 
 
2. The core: a ‘nest of rooms’ 
The core contains ‘the objects that define a life’ a family history is held in the objects that it contains. Here 
‘everything is somewhere and in place.’66 However it is not where daily life is lived. 
 
                                                
64 Malouf, 12 Edmonstone Street, 19. 
65 Malouf, 12 Edmonstone Street, 20. 
66 Aristotle cited in Casey, The Fate of Place, 184. 
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The door to the ‘nest of rooms’ that is the house core, opens from  the Front Verandah to the Hall. 
Parents room and spare room to the right, Front Room to the left. At the end of the Hall is the Piano 
Room. Figure 6 reveals a similar arrangement of spaces in the core of the Newmarket house. In Malouf’s 
descriptions parents’ room and the spare room are for retreat and sleep. Of the front room Malouf writes: 
‘The Front  
Room is a dead room. We never enter it and there is something odd in this, since of all the rooms in the 
house it is the most accessible, the most easily visible.’67 Instead it is ‘carefully composed and grandly 
furnished’ cleaned weekly, and openly displayed. It is not used except in formal or business related 
circumstances and not for friends or anyone ‘genuinely respected’.68 Malouf concludes: ‘Our Front Room 
is a warning, richly put, against easy pleasures and the dangers of the “social life.”’69 
 
The preciousness to Malouf of the suite of rooms at the core of the house and the objects it contains is a 
consequence of how it sits in opposition to the veranda. The core ‘serves for the most part, to make the 
too-open interior seem closed, therefore safe and protected.’70 The core’s internalised spaces offer 
reduced opportunities for interaction with the garden and wider context. (Figure 6) The core is a self-
contained and ‘a secure enclosure.’71 In crossing the threshold between his part of the veranda and the 
house core during episodes of sleeplessness Malouf seeks refuge in places that provide him with the sort 
of security he craves. ‘Perhaps it is this daily experience of being cast out and then let in again that has 
made the house and all its rooms so precious to me. Each morning I step across the threshold and there it 
is, a world recovered, restored.’72 
The core receives its identity from its adjacency with the veranda. Its rooms are dark where the 
veranda is light. The air is still and oppressive where the veranda is airy. Rooms relate to the veranda 
through full-height, double-hung windows or French doors and although they receive some benefit 
from this adjacency, it is not enough to make them comfortable during the day for much of the year. It 
is interesting to note that psychologically Malouf considers that he has his ‘own room’ when the side 
veranda is closed in to form a sleepout: when his father ‘ripped out our veranda lace, dismantled the 
venetians and, after “boarding in” to rail height, installed louvres in galvanized frames’.73 The location 
                                                
67 Malouf, 12 Edmonstone Street, 48. 
68 Malouf, 12 Edmonstone Street, 50.  
68 Malouf, 12 Edmonstone Street, 50. 
 
70 Malouf, “A First Place,” 265. 
71 Malouf, 12 Edmonstone Street, 20. 
72 Malouf, 12 Edmonstone Street, 21. 
73 Malouf, 12 Edmonstone Street, 11. 
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of the side veranda does not change. Its adjacencies to the rest of the house do not change. Instead a 
change in the configuration of edge has brought the veranda inside the core of the house.  
 
3. Enclosed veranda/ back room 
On the edge of Malouf’s house not wrapped by open veranda, is a space that is enclosed but which 
also often sits under the veranda skillion. (For location refer Figures 3 and 5) It is not a part of the core 
of formal rooms but is open to them. In Malouf’s childhood home, this space is the Piano Room. It is a 
favoured place for afternoon activities. 
 
The piano room is a zone of space defined by an exterior wall. Internal living rooms are brought to the 
building edge. Although it has an exterior wall to the garden, space is contained and its relationship 
with the garden and wider place is limited. The Newmarket house does not have piano room. Instead 
this zone contains an informal family dining area. (Refer Figures 3 and 5) 
 
Other activities that might take place in this zone of enclosed space at the edge of the house include 
enclosed sleep-outs, the bathroom, toilet, and kitchen. There is frequently another zone of space that 
occurs just beyond the line of enclosure that mediates between the enclosed edge and wider place. 
Window hoods supporting timber blinds and hanging baskets are an example of a zone of space that is 
defined by building fabric. In Malouf’s house a zone is defined by the branches of the mango tree that 
is adjacent the piano room.  
 
4. Under the floorboards. 
In that the living platform of the Queensland house hovers above the sloping topography a place is 
created below the floorboards. (Refer Figure 3) For Malouf, this is a world of irrational thought; ‘a 
place of early fears, secrets, childhood experiments whispers [...] It was darkness domesticated, a part 
of local reality, the underside of things.’74 Malouf writes: 
 
‘It is a forest under here…… it slopes steeply upwards towards the Front Verandah; but you 
can see it another way: as existing in a perspective in which the distance from first stump to 
last isn’t at all commensurate with the house above but is to be judged by the tallness of the 
stumps behind you and their littleness far off. …It is a forest that stretches for miles, as dark 
                                                
74 Malouf, Harlands Half Acre (Ringwood, Victoria: Penguin Books, 1985), 145. 
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as anything in Grimm and belonging to the geography of the body’s hot experience of it rather 
than to Australia or South Brisbane.’75 
 
The mechanisms for measurement of this space are held in the irrational perceptions of the body rather 
than the rational realm of geometry; in the time it takes ‘to crawl from your father’s toolshed to the 
place, far up under the Front Vernadah, where the floorboards are so close to the earth that you can 
barely squeeze in.’76 
 
In Malouf’s memories, this place also afforded the possibility of observing the world unseen. The 
ability to do so is dependant on how the secret world of darkness came into association with the world 
of daylight. Whether such spaces are possible at the front or the back edge of the living platform is a 
consequence of the relationships set up between the living platform and the sloping terrain.  
 
These four sites in the house all demonstrate different degrees of connectivity between inside and 
outside worlds. A review of the patterns of living they support suggest that life is lived in zones at the 
edges of the Queensland house. Descriptions indicate a strong connection between the ‘intensely 
sensory’ quality of that life and the structural configuration of these edge zones. It is the openness of 
the edge zones and the relationships set up between them, the adjacent garden, wider place and the 
core that gives rise to the variety of conditions that are important to sustaining a way of life. 
 
In his chapter in The Queensland House: A Roof over our Head, historian Rod Fisher writes that both 
builders and architects have contributed to the development of the Queensland house and that the 
house has been influenced by technological developments and by architectural styles alike.77  
The introduction of architectural Movements underpinned by specific theory has contributed to the 
evolution and transformation of the building edge. Changes in the ordering of fabric at the building 
edge have resulted in changes to the spaces typically found at the edge and described here, the 
relationships between spaces and the manner of their occupation. Analysis in Chapters 4, 5 and 6 will 
describe the changes that have occurred in three architect-designed houses. These changes will be 
identified through a mapping of space and building fabric at the edge of building form.  
 
 
                                                
75 Malouf, 12 Edmonstone Street, 43. 
76 Malouf, 12 Edmonstone Street, 43. 






















Previous chapters have documented on one hand, how Movements in architecture address context 
through principles and on the other, how practice engages particular aspects of context through 
processes of architectural design. This chapter will define mapping as it will be applied in the analysis 
of the three houses that form the basis of this study. It will describe the significance of mapping to 
architecture by arguing that mapping in architecture is a convention for reading and interpreting 
drawings. It will also establish the value of mapping as a tool for analysis. A review of ‘survey’ and 
‘map’ provides a means for opening up the discussion on mapping.  
 
Architectural drawings are made for a number of reasons. The work of architectural design is 
accompanied by its representation – which can be defined as a map-making activity. There are a 
number of different types of drawing activities that accompany the design process. Drawings are also 
made for the purposes of documenting extant built work and landscape – also a map-making activity 
but one that could more accurately be described as surveying.  
In architecture mapping and surveying are often used as if their meanings are interchangeable. Yet 
there are subtle differences in the activities associated with each. It will be established that the 
distinction between mapping and surveying rests not on the information contained in a map or drawing 
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but on differences in the way information contained is received and interpreted. Because of the way 
mapping draws together a reading of a particular configuration of elements with disciplinary 
knowledge on one hand and an understanding of the consequences of that configuration for space and 
its occupation on the other, it provides a way of retrieving information that is held latent in the map or 
drawing. The following chapter will demonstrate how mapping in architecture provides a means for 
uncovering the relationship between elements of building form, garden and wider context and for 
understanding the implications of these relationships for occupation. 
 
3.1 The Survey  
The architectural survey demands a fine scale of observation resulting in a technically complete and 
mathematically accurate description. Survey has been earlier defined as ‘to determine by measurement 
the boundaries, extent and situation of (land, property, etc.) so as to construct a map, plan or detailed 
description.’2 In comparison to map has been defined as to ‘establish the relative position or the spatial 
relations or distribution of (an object or its components) … to plan; envisage; outline.’3 The making of 
maps suggests a more consciously directed and imaginative act.  
As a tool for analysis and learning the survey drawing has a long history.  
 
‘The survey, the copy or the releve, were pedagogic instruments that formed part of the 
watertight curriculum of all architectural and technical colleges right across the centuries. 
….In this way, history would come to life, the formal logic of a building would be revealed, 
thereby training students’ eyes and hands.’4 
 
What was represented in the survey depended on the content of the course and its objectives. It 
demanded that attention be paid to the task at hand leading to familiarity. Commitment of precedent to 
memory, made possible its future recovery and implementation in design. It meant that particular 
configurations were given an authority associated with belonging to the approved disciplinary 
knowledge base. Such configurations could then be recognized in the work of others and the result of 
imagination in relation to disciplinary knowledge bases identified and acknowledged.  
 
                                                                                                                                                                                        
1 Frascari,“The Tell-the Tale-Detail,” Theorizing a New Agenda for Architecture: An anthology of 
Architectural Theory 1965-1995, edited by Kate Nesbitt (New York: Princeton Architectural Press, 
1996), 501. 
2 The Shorter Oxford English Dictionary 5th Edition  Vol.2. (Oxford: Oxford University Press), p.3126. 
3 Oxford English Dictionary, p.1697. 
4 Arthur Ruegg “Six Houses Revisited” (On Continuity, no.9), 23. 
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The making of survey drawings as a vehicle for the creation of knowledge in architecture has a long 
history that begins with Giovanni Giocondo’s illustrations for the Vitruvian text made in 1511. In his 
five part Book of Architecture published in 15375 Serlio made the first accurate description of the ruins 
of antiquity. Making accurate representations made evident the importance of geometry and its 
application to the discipline. Defining ideal proportions for the attainment of symmetry, harmony, 
perfection meant that they could be reproduced in new forms. Serlio, Palladio, Claude Perrault and Sir 
William Chambers all documented the classical orders and used these to promote shifts in thinking 
within the classical tradition. August Choisy extended the scope of insights gained from making 
measured drawings. He developed axonometric drawings, a ‘system that … lends itself to direct 
measurement’ as a tool for analysis of built work in his Histoire de l’architecture.6 The axonometric 
enabled judgments to be made about the relationship of space to the constructional and elevational 
aspects of building fabric. More recently, in his two volume work Details of Modern Architecture, 
Edward Ford makes measured axonometric drawings of instances of built work and uses them as tools 
in analysis. Ford’s analysis of drawings reveals a gap between the reality of a constructed entity and 
claims made for it in theoretical discourse.7 
 
Surveys of buildings, such as those made by Serlio, Choisy and Ford represent architecture as a 
cultural artifact. The making, reading and interpretation of survey drawings by Serlio, Choisy and 
Ford is in relation to established bodies of knowledge in fields such as technology and aesthetics. 
These drawings are implicated in the creation of new knowledge in these fields. They are not 
concerned with a reading and interpretation that attempts to understand the consequences of the 
relational content of drawings for the inhabitation of architecture. 
 
In Uncommon Ground: Architecture, Technology and Topography (2002) David Leatherbarrow 
analyses relationships between built work and place. As a prelude to his analysis Leatherbarrow 
describes three different processes of surveying undertaken by three architects at different times in 
history; Alberti’s survey of Rome, Le Corbusier’s aerial survey of northern Algiers and Sverre Fehn’s 
survey of a Morrocan village. He begins his description of surveying with an account of how Leon 
Battista Alberti approached his task.  
                                                           
5 Robert Chitham, Measured Drawings for Architects (London: Architectural Press, 1980), 4-13. 
6 Deborah Nevins and Robert A.M.Stern, The Architects Eye: American Architectural Drawings from 
1799-1978 (New York: Pantheon Books, 1979), 14. 
7 Edward Ford, The Details of Modern Architecture, Vol 1 (Cambridge, Mass: MIT Press, 1996), 1.  
Ford established that ‘styles of building’ did not necessarily correspond to ‘styles in design’. ‘The 
Gothic Revivalists tended toward the monolithic and the literal, but many of them built in the 
layered style; the Classical Revivalists tended towards the layered and the analogous, but many of 
them built in the monolithic style.’ 
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‘An architect stands before a city seeking to describe it. Lacking a plan, map or survey, he 
intends to develop one. His purpose is neither design nor construction, instead understanding. 
Measurement will be his method.’8  
 
Leatherbarrow’s descriptions of the activities involved in measuring and recording provides insight into 
two ways of making, reading and interpreting maps and drawings. On one level the map is an accurate 
recording of information. However, in the three instances of surveying that Leatherbarrow refers to, the 
map-makers are selective in what they chose to represent. In each instance the map-maker stops short of 
what Leatherbarrow describes as ‘exhaustive documentation’ and Leatherbarrow draws the readers 
attention to ‘witness what resists mathematical sorts of description.’9  
 
Leatherbarrow describes how Leon Battista Alberti mapped Rome using a device he invented called a 
‘Horizon’10 measuring and transcribing distances from his instrument to a ‘feature’ on a horizontal plane. 
(Refer Figure 7) The three key components in this process were the architect’s eye, a point or object in 




Fig.7. Surveying with the Horizon.  
Cosimo Bartoli from Del modo di misurare, 1564. 
Demonstrating the device used by Alberti. 
Reproduced in David Leatherbarrow, Uncommon 
Ground: Architecture, Technology and 
Topography.  
                                                           
8 Leatherbarrow, Uncommon Ground: Architecture Technology and Topography (Cambridge. Mass: 
The MIT Press, 2002), 2. 
9 Leatherbarrow, Uncommon Ground, 24. 
10 Leatherbarrow, Uncommon Ground, 3. 
11 Leatherbarrow, Uncommon Ground, 9. 
 





Fig.8. Sketch, ‘With Durafour across the Atlas  
(Algiers – Ghardia), March 18, 1933. 
From Le Corbusier . From Le Corbusier,  
Aircraft, London: The Studio, 1935, 116. 
 
The spaces between features are the ‘familiar but unmeasured intermediate areas’. Leatherbarrow 
describes it as that which Alberti knew already ‘habitually’ or ‘circumstantially’; the ‘prosaic city.’  
The second account of a process of surveying offered by Leatherbarrow occurs in the 20th century. It 
involves an aerial survey undertaken by Le Corbusier on a flight south from Algiers over the desert, 
which he describes in Aircraft, first published in 1935. Figures 8 and 9 are descriptions of landscape 
and settlements made by Le Corbusier on this and subsequent flights over Algeria and included in his 
publication.  
 
‘Thus I was able to discover the principle of the towns of the M’Zab. The airplane has 
revealed everything to us, and what it had revealed provided a great lesson….The lesson is 
this: every house in the M’Zab, yes, every house without exception is a place of happiness, of 
joy, of a sense of serene existence regulated like an inescapable truth, in the service of man 
and for each. Up in the air this can be clearly seen. The many arcades of the town open out on 
as many gardens. In the M’Zab it is not admitted that any family should be without arcade and 
garden.’12 
 
                                                           
12 Le Corbusier, Aircraft (London: The Studio, 1935), 12.  
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Fig.9. Photograph Le Corbusier 
‘Here a water-hole; nomad’s outpost (strategy).’ 
From Le Corbusier, Aircraft, London, The Studio, 1935, 106. 
 
Distance has an idealizing effect. The survey that resulted consisted of communities rendered in terms of 
their structural configuration and existing in a continuous field of space. Leatherbarrow’s account of 
Corbusier’s observations includes the following description:  
Once separated from everyday affairs by such a tranquil immensity, the world unmasked itself 
before the aerial view, it appeared as an interplay indifferent to human affairs, to our ideas, 
our history, and ourselves; …. From above he was he was able ‘to observe and to understand 
but not to love; he could not get ‘attuned to such far-sighted spectacles for whilst ‘everything 
was visible, nothing in particular was.13 
After his initial delight in the ‘bird’s eye view’ Corbusier realizes he has no basis for positioning 
himself, ‘for conferring scale and measuring his place.’ He writes: ‘I no longer posses an instrument 
which gives dimension, which makes form finite, complete, entire: my feet on the earth and my eye 
five feet or so above the ground.’ 14 Instead the ‘bird’s eye view’ led to an objective reading and 
reflective thinking on the nature of cities and their evils, a rethink of distance, measurement and the 
nature of continuous Modern space.15 It provided the opportunity for broad contemplation not action, 
for ‘philosophy’, the ‘theoretical point of view’. 
                                                           
13 Leatherbarrow, Uncommon Ground, 15. 
14 Leatherbarrow, Uncommon Ground, 15. 
15 Leatherbarrow, Uncommon Ground, 16. 
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The third example of surveying is provided by Sverre Fehn. It is included in a paper Fehn wrote titled “The 
Primitive Architecture of Morocco” and is accompanied by drawings made by Fehn on a trip to Morocco in 
1952. It is a study of the relational aspects of place and includes a topographical section. Fehn’s account of a 
Moroccan village is a description of his progresses from a section of the township, to a section of the 
dwelling to a section of the house wall, in each instance describing how the elements of form orders 
relationships.  
Of the elements of architecture Fehn writes: ‘You suddenly feel the walls are not simply to bear a roof or 









Fig.10. Sketch, Sverre Fehn, A Moroccan Village, 1952. 




                                                           
16 Fehn, “Moroccan Primitive Architecture” in The Poetry of the Straight Line: Five Masters of the 
North (Helsinki: Museum of Finnish Architecture, 1992). Reproduced in Christian Norberg-Schultz 




Fig.11. Sketch, Sverre Fehn, Morocco, 1952. 
Reproduced from Norberg-Schultz and Postiglione,  
Sverre Fehn: Works, Projects Writings, 1945-1996, 249. 
 
The architecture of the village reflects ‘perfectly’ a way of living and ‘villages acquire their special form 
according to this rhythm of traffic.’17 (Figures 10 and 11) 
 
Leatherbarrow notes of Fehn’s description that ‘…what most defines a house is also what links it 
most directly to the surroundings and extended landscape: the sun, the crops from the fields and the 
village into which the children will eventually go.’18  He is describing the wall that both separates and 
links territories.  
 
Fehn’s surveys hold that which Leatherbarrow calls the ‘prosaic’ or the ‘penumbral spread.’19 His 
description, a sectional survey, describes the interrelations between things and reveals the patterns 
and activities that shape a life and enable inhabitation. It confirms the importance of boundaries, not 
as edges or end to territory, but as the means for linking spaces and through this linking imparting 
meaning. 
 
                                                           
17 Fehn, “Moroccan Primitive Architecture” in Norberg-Schultz, Sverre Fehn: Works, Projects 
Writings, 242. 
18 Leatherbarrow, Uncommon Ground, 22. 
19 Leatherbarrow, Uncommon Ground, 170. 
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In each instance of survey Leatherbarrow observes that which is held latent in the survey, but which  is 
accessible through interpretation. Leatherbarrow refers to this latent content as an ‘horizon’ and he 
describes ‘the unintended discovery of the horizon that gives rise to the figures one sees and knows 
and measures.’20 Such distinctions draw attention to the difference between ’seeing through’ as a way 
of reading and interpreting surveys and Le Corbusier’s ‘overlooking.’21 
 
Leatherbarrow uses the distinction to support his argument about Late Modern architecture. In tracing 
the piecing together of material fabric in his analysis of the work of Richard Neutra, Antonin and 
Noemi Raymond, and Aris Konstantinidis, Leatherbarrow speaks of measurement and the construction 
of distance and level. He draws attention to the criteria used for measuring out space and for 
constructing enclosure. In each analysis continuity with place is achieved through the mediation of 
levels and boundaries with existing conditions, resulting in ‘fit’ with place.  
 
The distinctions that Leatherbarrow draws between ways of recording and receiving information is of 
interest to this thesis. The map and the survey may be similar, but there are two ways of reading and 
interpreting the information they contain. The map and the survey both accurately define 
configurations of elements. Reading identifies distances between elements and things. But mapping 
extends this process of reading to one of interpretation and enables relationships and their 
consequences to be identified. 
 
Leatherbarrow’s interpretation of Alberti’s and Fehn’s drawings involves an engagement or a way of 
seeing to reach an understanding of the spaces held by the geometry of lines and their implications for 
a way of living. It involves understanding the implications of relationships in architecture. Architects 
and theorists have also referred to such a way of reading and interpreting drawings as mapping. 
 
3.2 Mapping 
The term mapping has been used to refer to a range of activities that include: 
1. cartography – from which the term mapping is originally derived 
2. a mental mapping – in intuitive mapping-out in the imagination associated with a creative 
activity such as architectural design. This mapping activity can happen in the imagination 
alone or in the imagination in association with map-making. 
                                                           
20 Leatherbarrow, Uncommon Ground, 24. 
21 Leatherbarrow, Uncommon Ground, 14. 
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3. mapping used in reading and interpreting and used as a tool of analysis.  
This chapter will look more closely at these activities to describe their characteristics.  
 
The use of the term mapping as an activity in a range of fields, draws on an analogous relationship to 
cartography, the ancient art of mapping the surface of the earth. Lisa Findley in her review of recent 
literature on mapping ‘Terra Recognito: Expanding the Territory of Maps’ draws attention to two 
particular attributes of mapping in cartography that make mapping applicable in other fields. 
 
Firstly, there is the map’s role in making visible an understanding of the spatial ordering of the known 
world. Through this characteristic, maps become agents of narrative or story-telling. In medieval 
Europe, Findley writes maps were ‘visual and spatial diagrams of the conceptual relationships 
between heaven and earth, of the sacred realm of Jerusalem and the increasingly profane world 
beyond its walls, or of the “known” world as an entire planet.’22  Maps not only explained the world 
but also represented an understanding of the world that reflected humans’ frame of reference. 
 
Secondly, because they are accepted as reliable and accurate descriptions of the world, maps are an aid 
to navigation; so that humans can find their way in the world.23 This can happen in two ways. The map 
can accompany and direct action in the field, enabling landscape and geographical features to be 
located and identified in relation to their representation. Observation and experience leads to a 
familiarity with both features and their representation in maps.  
 
Navigation can also happen in the imagination as a consequence of a reading and interpretation that 
draws on previous experience and knowledge of geographical features. In both instances the size, 
shape and relative positions of entities and things, and whether such information is accurately 
represented mathematically or manipulated, is important to the way in which the world is perceived 
and understood. In both instances a reading involves being ‘inside’ the landscape, either physically or 
imaginatively. 
 
Consequently, as instances of story-telling and as an aid to navigation, mapping and map-making are 
both interpretative activities involving imagination. Findley writes the making of maps ‘require(s) a 
range of human motivations and mental perspectives’ not excluding an ‘active imaginative.’ She 
finishes her review of the history of cartography by foreshadowing a new phase in the development of 
map-making and map-reading that will see a shift from maps as agents of story-telling and navigation 
                                                           
22 Lisa Findley, “Terra Recognito: Expanding the Territory of Maps”, unpublished paper, 4. 
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to maps as agents in the creative act. Although Findley is speaking about entire landscapes not 
individual works of architecture, the characteristics of the creative act are the same. In such instances 
of creative design, mapping is about describing a world that is in the process of becoming rather than 
extant and which becomes more objectively known and accurately rendered as a result of successive 
acts of navigation.  
 
When understood in this way mapping suggests an active and imaginative engagement in reading and 
interpreting that enables the recognition of perceptions and insights triggered by that reading. It does 
not preclude a reading involving the abstract distance necessary for analytical interpretation but it is 
implied that such readings are not foremost. Consequently, the survey and the map might both provide 
a framework for reasoning, reflection and action, but perceptions and insights arise from mapping as a 
way of reading and thinking. 
 
The activity of mapping also interests Brisbane author David Malouf. In “A First Place: The Mapping 
of a World,” Malouf describes the inscribing of place on the being which happens unconsciously and 
naturally. It is through the occupation of place in an incidental and habitual way, that the structures of 
place becomes associated with feelings and sensations. In 12 Edmonstone Street, Malouf tests his 
theory of mapping in an exposition of recollections of his own childhood growing up in a typical 
Queenslander in the 1940s. 
 
‘Each house has its own topography, its own lore: negotiable borders, spaces open or closed, 
the salient features – not Capes and Bays in the case but the Side Door, the Brass Jardiniere – 
whose names make up a daily litany.’24 
 
Malouf’s description of the Queensland house of his childhood, is a conscious interweaving of 
descriptions of space and fabric with recollections of discrete instances and events with more 
indistinct, deep-seated but emotionally laden memories. His assertion of the significance of first place 
recalls the writings of Gaston Bachelard. In The Poetics of Space, Bachelard writes: 
 
‘Over and beyond our memories, the house we were born in is physically inscribed in us.  It is 
a group of organic habits. (….) We are a diagram of the functions of inhabiting that particular 
house, and all the other houses are but variations on a fundamental theme.’25 
 
                                                                                                                                                                                        
23 Findley, “Terra Recognito,” 6. 
24 Malouf, 12 Edmonstone Street (Ringwood Victoria: Penguin Books, 1986), 9. 
25 Gaston Bachelard, The Poetics of Space (Boston MA: Beacon Press, 1994), 14-15. 
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Malouf reflects on the way that taking possession of spaces habitually and unconsciously contributes 
to the formation of a place-specific language. The body, inscribed as it is through habit, provides the 
point of reference in that language.  
 
‘And so at last we comes down to it, the body – that small hot engine at the center of all these 
records and recollections; […] It is out of the hot core of this body, its constant heat, that I test 
the climate of the world, its cool places, its dead cold ones. It is from a changing height as my 
eyes move about in it[…] that I judge dimensions, including my own, and the distance that I 
stand from things.’26 
 
As a consequence of the inscription on the being, ‘the elements of a place and our inner lives cross and 
illuminate one another’ and are able to be drawn on and interpreted in various ways in imaginative 
acts.27 In particular, Malouf wishes to draw attention to how this process of inscription informs the 
creative act of writing.  
 
Malouf claims ‘… a writer is always dealing with his life somewhere: even if it’s frequently in his 
head, it has roots in real experience’ 28 and in interview with Thomas Shapcott ‘The place one doesn’t 
move from is one’s own language, or one’s own head. That’s where I’m mostly at home.’29 In 
describing how he evokes Brisbane, Malouf offers the following explanation: 
 
‘You have to imagine your city and then recreate it in the minds of others, by making visual 
details evoke feelings and by letting those feelings reflect back to make the visual details real. 
You have to raise your city up out of words…’30  
 
Elsewhere he writes: ‘One of our intellectual habits … is the visualizing, in terms drawn from the life 
about us.’31 This involves a recollection or a re-enactment in the imagination, that relies on being alert 
to the interdependence of the elements of place and perception. It is a use of mapping as an agent of 
creation and is conscious and anticipatory in its nature. 
 
The ability to draw on such knowledge in creative activities, including both the writing of literary 
prose but also the reading and interpreting of literary prose, is entirely dependent on an alertness to 
                                                           
26 Malouf, 12 Edmonstone Street, 54. 
27 Malouf, “A First Place: The Mapping of a World,”  Johnno, Short Stories, Poems, essays and 
Interview (St Lucia, Qld: University of Queensland Press, 1990), 261. 
28 Jim Davidson, Sideways from the page: The Meanjin Interviews (Sydney: Fontana, 1983), 264. 
29 Thomas Shapcott, “David Malouf: an interview.” Quadrant 22 (October 1978), 31. 
30 Davidson, Sideways from the page, 240. 
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inscriptions of specific place on the being in the first instance. The fusing of the recollection of 
memories inscribed with creative activity  that draws on those memories is deliberate and illustrates 
Malouf’s thesis that reality and imagination are interdependent in acts of interpretation and creation.  
 
Malouf’s mapping has a set of equivalent activities in architecture. Space is the material of 
architecture, but structure and fabric are the elements of its expression.32 Charles Moore has stated that 
‘we do not draw space, but rather plans and sections in which space lurks.’33  
 
How tall and wide a space feels, its depth, presence, are a consequence of locating elements of 
architecture through positioning and dimensioning. How the architect brings such a knowledge to 
inform the ordering and dimensioning of elements of structure and fabric is an activity very similar to 
creative activities described by Malouf. Architect and educator Charles Moore has called this 
particular creative activity ‘mapping.’ ‘Mapping’ says Charles Moore is a process by which ‘you 
describe to yourself (and thereby discover) where you are and what you are near.’34  Such activity 
draws together a reading of the configuration of elements and a knowledge of the experiences and 
sensations their configuration gives rise to. It draws on knowledge that is personal in the manner 
described by Malouf or of learned knowledge of disciplinary precedent. It involves the mapping out of 
structure and fabric that frames space and gives it character and expression. One of the characteristics 
that link these two creative activities, the one described by Malouf in relation to writing poetic prose 
and the other by Moore in relation to architectural design, is that both require an imaginative 
embodiment. 
 
As has been noted earlier, the drawings typically used to describe a building include the plan, section 
and elevation. All three conventional orthographic projections, working together, allow the functions, 
spaces and structure of a building to be mapped out.35 However, a distinction can be made here 
between ways of progressing design. Lived space is ‘organised and visualised’ in a way that is quite 
different from geometrical space. Lived space is space in which the ‘experienced’, the ‘remembered’ 
and the ‘imagined’ are intertwined. Palasmaa distinguishes between lived or experienced space, in 
                                                                                                                                                                                        
31 Malouf, “A First Mapping,” 267. 
32 Leatherbarrow, Uncommon Ground, 25. Leatherbarrow writes: ‘If space is the assumed framework 
of design, walls and frames are its basic elements’. 
33 Charles Moore and Gerald Allen, Dimensions: Space, Shape and Scale in Architecture (New 
York: Architectural Record Books, c1976), unpaginated. 
34  Charles Moore, Gerald Allen and Donlyn Lyndon. The Place of Houses, (New York: Holt, Rinehart 
and Winston, 1974), 207. 
35 Ian Borden, “The Politics of the Plan” in Borden and Dunster (eds) Architecture and the Sites of 
History: Interpretations of Buildings and Cities (Oxford: Butterworth Architecture, 1995), 214. 
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which the mind, the body and the world are understood as inseparably intertwined, and physical 
geometric space. Palasmaa argues;  
 
‘lived space is the actual subject of architectural planning. However, the planning and building 
of the environment takes place within the insensitive and distant world of geometry…The 
planned object or environment is transferred from the planner’s world of experience and 
imagination – via material and Euclidean reality – to the user’s existential world of 
experience.’36 
 
Drawing out the imagined, involves each element and feature being described in terms of length, 
breadth and depth, which in Cartesian geometry is measured with coordinates x, y, and z; the z 
coordinate being the one which delivers spatial volumes. It can be said that the work of design, 
involves the measuring out and mapping of relationships between things and elements and into this 
measuring out is bound thinking about the ‘lived’ dimensions of a work. 
 
In the work associated with architectural design, mapping processes are repeated again and again, each 
time involving different properties and criteria, leading to a refinement of design outcome. The limit 
and inclusiveness of the process affects the richness of design outcome. This process can be 
demonstrated with reference to a simple example. In the detail resolution of the edge of an enclosed 
colonnade, the length, breadth and height of the space can be determined functionally and 
phenomenologically through an imaginative ‘mapping out’ of material fabric; the spacing of columns 
in the colonnade provide a rhythm, the formal composition which is described graphically can be also 
be experienced imaginatively in terms of light and shade, degree of enclosure or exposure, and 
relationship to spaces adjacent. The establishment of balustrade height and eaves line fixes views into 
and out of the colonnade, the degree of sun penetration, and exposure to weather. This ‘mapping out’ 
must accommodate the passage of time and changes in ambient condition. Shifts in the sun’s azimuth 
angle require that the position of an eaves line be fixed after a mapping of its path in summer and 
winter to establish the degree of sun penetration. Each of these variables is fixed through an 
imaginative mapping out that draws on the functional and experiential criteria on which each decision 
depends on one hand and a set of ambitions and ideas on the other. The outcome is measured against 
                                                           
36 Palasmaa quotes Heideggar: ‘You cannot divorce man and space. Space is neither an external object 
and nor an internal experience. We don’t have man and space beside each other…’ and the French 
poet Noel Arnaud: ‘I am the space in which I am.’ Palasmaa Juhani, “The Mind of the Environment” 
Cold, B. (ed) Aesthetics Well-Being and Health (Aldershot, Hants.: Ashgate Publishing Limited, 
2001), 216. 
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an imagined embodiment; referred to as a ‘dramatic rehearsal in the imagination.’37 It is a process 
involving the testing, discarding, substitution, and refinement of detail. Each instance of ‘mapping’ is 
selective of properties and criteria and is relational in its operation, drawing together the thinking 
about and the making of architecture.  
 
Marco Frascari refers to the thinking about and the making of architecture as ‘construing’ and 
‘constructing’. For Frascari, the drawing together of the ‘construing’ and the ‘constructing’ processes, 
is the means for achieving what he describes as the ideal or ‘perfect’ architecture. The ‘perfect’ 
architectural work involves the manipulation of the customary, the habitual, in which ‘graphic’ and 
‘living’ habits merge in what is described as a ‘demonstration’ to denote that the habitual is present.38 
In imaginative processes involving thinking and drawing, substitution and reconciliation, 
‘demonstration’ draws together the ‘construing’ and the ‘construction’ of a project.39 The drawing as a 
‘demonstration’ is an agent of negotiation in the design process, enabling refinement and substitution. 
Properly ‘construed’ and ‘constructed’ the architectural drawing has the potential to produce a 
‘technological image’, a reproduction in the mind of a sensation, implying an ability to identify with 
the spaces emerging from within the architectural drawing.  
 
Frascari writes that drawings, as acts of projection, are ‘graphic representations analogously related to 
the built world through a corporeal dimension.’40 ‘Existing in the built world as a corporeal 
relationship between measures and dimensions, the measure of the immeasurable is a manipulation of 
the customary.’41 Mathematics and geometry provide the ordering system that holds the habitual and 
the lived and which engages surrounding elements of place. 
 
The ‘construing’ and the ‘constructing’ of architecture involves design from the ‘inside out’ and the 
‘outside in’. It requires both ‘looking at’ and ‘living in’ a work in the imagination. The consequence of 
this imaginative thinking is revealed and tested in the making of various types of representations.  
                                                           
37 Casey, Getting Back into Place: Towards a Renewed Understanding of the Place-World 
(Bloomington: Indiana University Press, 1993), 45.  
38 Marco Frascari “A New Angel/Angle in Architectural Research: The Ideas of Demonstration”  
Journal of Architectural Education 44/1 (November 1990): 15 
Marco Frascari argues that the imaginal dimension is the core of the profession. He captures the 
complexity of this activity by distinguishing between the angle and angel. Graphic and living habits in 
the making of representations, which he describes as demonstrations to denote that the corporeal and 
habitual are present. An imaginative architecture is generated from the image and not from the rational 
sphere and is drawn out in a process Frascari refers to as demonstration. 
39 Frascari, “A New Angel/Angle in Architectural Research,” 15. 
40 Frascari, “A New Angel/Angle in Architectural Research,” 13. 
41 Frascari, “A New Angel/Angle in Architectural Research,” 16. 
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The ability to test, to discover the implications and form judgments about what is drawn about is also 
reliant on mapping. It is this mapping that proceeds the discarding, substitution, and refinement of detail 
that is part of design development.  
In an ideal or ‘perfect’ architecture the mapping out of structure and fabric in processes of design is 
informed by the habitual. The habitual also informs the reading and interpretation of maps and drawings. 
It reveals traces of thinking and ideas that an architect might have had in making architectural settings. In 
this way ‘mapping’ also becomes a technique for analysis. 
In his analysis of houses by Frank Lloyd Wright, Grant Hildebrand, uses mapping to identify archetypal 
figures. He uses analytical drawings to uncover how Wright has configured these elements of form. His 
drawings describe how in the positioning of elements and things Wright has ordered site and to the 
ambient conditions, how elements of form order the entry sequences, views into and out relationships 
between these houses and their gardens, between inside and outside and between inside and inside. 
(Figure 12 and 13) Hildebrand finds that a particular configuration of elements is repeated consistently in 
Wright’s houses – giving rise to a sequence of spaces offering conditions of prospect and refuge 
alternatively. He describes this pattern as ‘Wright’s pattern.’ It is the mapping activity that enables such a 
pattern to be identified.  
Although Hildebrand does not describe his technique of analysis as a mapping it has all the characteristics 
described here. His analysis involves using analytical drawings or maps as an aid to navigation through 
fabric and space. These drawings take the form of axonometrics and sections - measured drawings that 
enable a reading of the distances between elements and things in particular in relation to height and 
volume. Axonometrics are overlaid with lines indicating the axial organization of program and building 
form in response to movement and lines of view. They indicate the relationship between building fabric, 
movement and views. Scale is indicated in the axonometric through the graphic representation of eye 
height and footsteps. Relative scale is indicated in sections through the presence of the human figure. The 
human figure enables the reader to identify intuitively with the scale of spaces. Without the ability to infer 
dimension, directionality and distance of building form in relation to human dimension and orientation, 
prospect and refuge would not identifiable. The relationship of the body to a built place was earlier 




                                                           
42 This is also argued by Edward Casey in Getting Back into Place, 197. 
 
 












Fig.12. Cheney House (1904) Diagrammatic drawing  
From Grant Hildebrand The Wright Space: Pattern and 















Fig.13. Robie House (1909) Diagrammatic section. Sight lines 
demonstrate relationships set up through occupation.  
From Grant Hildebrand, The Wright Space: Pattern and 
Meaning in Frank Lloyd Wright’s Houses, 55
 
 
This chapter has argued the centrality of mapping to processes in architecture that draw together the 
thinking about, the imagining and the making of space. As a means of organising and visualising 
space in processes of architectural design, mapping is more than the diagrammatic representation of 
data. It is a way of binding information about space and its occupation into design and its 
representation. As a convention for reading and interpreting architectural drawings, mapping is a 
means of accessing and recovering information about space and its occupation. It is implicated in 
research that links the structures of space to its occupation.  
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In this study the role of mapping in interpreting drawings will be made visible through the use of 
diagrams. Diagrams will isolate and identify from measured drawings elements of building form and 
landscape and describe how they contribute to making architectural settings. Diagrams will reveal 
relationships between elements of structure and form and space, and between building core and 
building edge. They will reveal how building fabric orders the program for living in relation to the site 
and ambient conditions, how elements of form order entry sequences, views inot and out of spaces, 
and points of physical contact between house and garden. They will reveal how building fabric orients 
the occupant in response to their surrounding circumstances. 
 
Mapping as a method of analysis cannot address architects’ imagination directly. However it enables 
specific configurations of space and form to be isolated. By revealing how settings orient the body in 
place and how place is engaged in making settings mapping enables identification of intentional 
interactions with wider place and enables conclusions to be drawn about the consequences of such 
interactions for occupation. As such it provides evidence of regionalist thinking that can be assessed 
against Movements and their principles.  
 
In the following section mapping as analysis will uncover how the architects of three significant 
houses have responded to existing place and how they have responded to architectural movements and 
styles in their work. 
 
 
     
 




     
 





4.  Mapping built work: Arts and Crafts 
Analysis of House for Mrs. Marks (c 1900) 






4.1. Background: The theoretical context for practice 
Historians of Australian architecture rank the work of Robert Smith (Robin) Dods (1868-1920) as 
highly significant. His work has been interpreted as offering a precedent for the development of a 
distinctly Australian modern architecture. The architects Neville Lund writing in the 1950s and James 
Birrell, in the 1960s, described Dods and several others of his time, like Desbrowe-Annear and Robert 
Haddon, as revolting against ‘tradition’ by stripping away ornament. Neville Lund, credited Robin 
Dods with ‘paving the way for the acceptance of modern architecture.’1 Birrell claimed that Dods 
bought to Australia ‘the first real beginnings….in the development of modern architecture.’2  Robert 
Riddel directly challenges the idea forwarded by Birrell and Lund that Dods’ work prefigures 
modernity.3 Instead Riddel describes how Dods extended the range of the Queenslander bungalow, 
both functionally and poetically, through references to the principles of the Arts and Crafts Movement. 
Despite this difference, Riddel, Birrell and Lund all recognised in Dods’ architecture, a regionalist 
response. This analysis will demonstrate the nature of this response.  
 
                                                
1 Neville Lund, “Robin S Dods – The Life and Work of a Distinguished Queensland Architect” 
Architecture Australia, (Jan.–Mar. 1958): 1. 
2 Robert Riddel, “R.S.Dods: Towards an Australian Architecture, ‘Rightness’ – A Design Etiquette” 
SAHANZ, Melbourne, 1998, 295. 
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Robin Dods, a partner in Hall and Dods in Brisbane from 1896 until 1913, built a number of 
significant and influential houses. As a young man, Dods studied and worked in Edinburgh at which 
time he came under the influence of the Arts and Crafts Movement. It can be demonstrated that Dods 
identified strongly with this Movement. He undertook his formal architectural education at the 
Architectural Association in Edinburgh and was apprenticed to Hay and Henderson. He then worked 
in London with Aston Webb and Ingress Bell. Later he assisted his friend Robert Lorimer who was 
beginning his own practice in Edinburgh. Lorimer is considered to be the father of a school of Scottish 
vernacular building. Historian and critic Peter Davey describes his work as much less original than 
Mackintosh’s work but more faithful to vernacular models. Lorimer’s attention to the principles of the 
Arts and Crafts Movement was noted by Methusius; ‘Scotland will not achieve what England has 
already achieved – a completely national style of house building based on the old vernacular 
architecture – until it follows the lead given by Lorimer.’ 
 
That Dods was actively involved in the Arts and Crafts Society is verified by Mr A.E.Brooks in his 
Obituary for Dods that appeared in Architecture August 1920. He recalled that when the Arts and 
Crafts Society gave its first exhibition in its new gallery, Regents Street, London, Dods was among 
those who exhibited. Mr Brooks noted of Dods that: 
‘His love of technical excellence did much to raise the standards of the allied crafts of the 
joiner, the plasterer, and the metal worker in Queensland. He was never too busy to assist as 
aspiring student or an artisan who wished to improve the quality of his craft.’4  
In an address given by Robin Dods to the Arts and Crafts Society in Sydney, on 17 May 1915 he 
underscored his belief in the principles of the Arts and Crafts movement: 
‘…one of the great advantages of an Arts and Crafts Society, is the possibility of getting away 
from the literary form of criticism and study, and of getting right down to bed-rock, that is to 
the actual material and workmanship itself.’5 
 
Although his address specifically related to furniture, in it, he reveals the values that influenced his 
design thinking. An interest in the unity of design and craftsmanship infused all levels of his work.  
 
                                                                                                                                                   
3 Robert Riddel, “R.S.Dods: Towards an Australian Architecture, ‘Rightness’ – A Design Etiquette,” 
295 – 300. 
4 Quoted in Neville Lund, “Robin S Dods,” 57.  
5 Address given by Robin Dods to the Arts and Crafts Society in Sydney, on 17 May 1915 cited in 
Lund. 
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In Chapter 1.1 it was established that the principles of the Arts and Crafts Movement do not prescribe 
a particular style, but rather a way of thinking about and working through design processes that place 
an emphasis on craftsmanship, on the language of the vernacular and on the potential of the site. In the 
Australian works of Robin Dods, the principles of the Arts and Crafts Movement found their 
expression in the bungalow. It has been noted that Dods expressed these principles so successfully that 
‘only the cognoscente could differentiate between an architect house and an ‘ordinary’ one.’6 
 
Very few examples of Dods’ houses survive in their original form. ‘Lyndhurst”, his first substantial 
commission, was built in Clayfield for John Reid. It is extant but in very poor condition. The Dods’ 
house chosen for mapping and analysis is referred to as the House for Mrs. Marks, although it is 
almost certain that Mrs Marks never lived there. It is located next to the site of the now demolished 
Dods House and was built at the same time. The House for Mrs Marks is one of a number of 
speculative properties built by Hall and Dods.7 It is similar to, but smaller than Dods House, and is 
located on a smaller lot. (Refer Appendix B for measured drawings of the House for Mrs Marks. The 
House for Mrs Marks was restored by Robert Riddell Architect in 2003. Measured drawings for this 
study were made in 2005.) Information about the Dods House and its garden setting has been 
compiled from Brisbane City Council Drainage Plans and archive drawings held by Robert Riddel, 
Architect. They reveal that the House for Mrs Marks and the Dods House were designed with careful 
consideration for the consequences of relationships that occur between them. Consequently analysis 
here will address both houses and their gardens. 
                                                
6 Robert Irving and Richard Apperly, The History and Design of the Australian House, (Melbourne: 
Oxford University Press, 1985), 112. 
7 Robert Riddel, “The Houses of R.S.Dods,” SAHANZ 1999, 282. 
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4.2 House for Mrs Marks: 
Formal Expression  
In the House for Mrs. Marks, Dods retained 
the formal characteristics of the Queensland 
bungalow together with the spaces associated 
with it. The veranda surrounds a nest of rooms 
and the whole is located in a garden setting. 
Dods rethought the spaces of the bungalow 
and extended their potential as settings for 
living, whilst he maintained the strict outward 
expression of a bungalow. (Figures 14) 
 
Earlier it was noted that in instances of non-
architect-designed bungalows and pattern 
houses by Redicut and Campbell, little 
consideration was given to orientation, slope 
of ground, outlook, the direction of prevailing 
winds and incidence of sunshine. As described 
earlier, the siting of the generic bungalow 
resulted in an incidental set of relationships 
with place. In the design of the House for Mrs. 
Marks relationships were not incidental. 
Rather they were the consequence of an 
ordering of the program for living in response 
to the site. This ordering is reflected in the 
configuration of the core and edge zones in 
both houses. Figure 18 reveals that the 
compact core of the traditional Queensland 
house has been extruded in places and that 
edge zones are more carefully located and 
shaped to take advantage of possible 
adjacencies with the garden.  
 
Fig.14. Measured drawing 
Elevation: Mrs Marks House c1900, 
Abbott Street, New Farm. 
 
 
Fig.15. Measured drawing 




Fig.16. Photograph Dods’ House, New Farm, 1919.  
Built 1900, demolished 1970.  
Reproduced from UME 3, 5.
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Robert Riddel notes that an architecturally 
designed garden as a setting for a house was 
rare in Brisbane at the time Dods was 
working.8 While working with the traditional 
language of the detached bungalow, Dods was 
conscious of the fit between a house and its 
garden. Plans for both the Dods House and the 
House for Mrs. Marks as well as their gardens 
indicate that the designs for both properties 
were considered in terms of their relationship 
to each other. They were designed together to 
give rise to that which Ruskin described as a 
‘unity of feeling’.  
 
Plans of the now demolished Dods House 
reveal an asymmetrical ordering of the entry 
sequence. (Refer Figure 19) This differs from 
the typical symmetrical entry sequence in the 
traditional Queensland house. In protracting 
the experience of entry Dods explored notions 
of character and the picturesque. Garden walls 
of rendered brick, plantings, gateways, garden 
seats, trellis, pergolas created garden ‘rooms’ 
and articulated discrete events in an entry 
sequence. Screens and trellises offered some 
privacy from Sydney Street. (Figure 16) 
 
This asymmetrically ordered sequence 
involved moving alongside and around the 
house, before moving towards and up to the 
entry portico. 
 
                                                
8 Riddel, “The Houses of R.S.Dods,” 284. 
 
Fig.17. Plan and topographic section 






Fig.18. Diagram Locating house core in 
relation to edge zones. Dods and Mrs Marks 







The Dods House, as an element in this sequence, 
maintained its presence as a classically ordered 
bungalow.  
 
Even in the House for Mrs. Marks, compromised 
as it is by a smaller site, the asymmetrical entry 
sequence does not undermine the appearance of a 
formal symmetrically ordered bungalow. The use 
of an asymmetrical entry sequence enables the 
provision of more generous garden and veranda 
spaces and more opportunities for a variety of 
views and experiences. The organization of entry 
sequence and the program for living in the House 
for Mrs. Marks also utilised the house’s 
adjacency to the open garden spaces provided by 
the now demolished Dods House next door. 
(Refer Figure 20) 
 
4.3 The Edge  
The configuration of the building edge in the 
House for Mrs Marks was carefully considered 
in terms of how it contributed to both building 
expression and experience. (Refer Figure 15) 
 
In the House for Mrs Marks, the pyramid roof is 
kept to a simple form. Floor plate, veranda plate 
line and plan footprint are resolved in the same 
vertical plane at the building edge and the 
horizontal line of the veranda plate is not 
breached. Entry is marked by a canopy in line 
with and propped off the veranda plate line 
instead of the more usual decorative pediment 
above the entry. (See Figure 21) 
 
Fig 19. Diagram: Entry sequences in the  
Dods House and Mrs Marks House 
 
 
Fig.20. Diagram: Interactions with site. Plan 
of axial view paths from both houses’ cores 
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The expression of the veranda frame and its details are brought to the foreground and the house 
volume retreats into shadow. Riddel notes that in many of his houses, Dods typically anchored 
the living platform visually in its garden, not with vertical timber battens, but with a 
weatherboard skirt below the floor plate line. This is a formal move that linked the house 
visually to the garden. However in the House for Mrs. Marks he adopted the more conventional 
vertical timber battens, possibly for reasons of economy. In the resolution of the veranda, timber 
elements and details are over-scaled and heavier than necessary.9  They have been carefully considered 
to accentuate the qualities of traditional construction and craftsmanship.  Riddel notes of Dods’ veranda 
detailing in general that the ‘choice of materials was carefully made to consider the texture and shadow 
potential of each in turn, and how they related to each other’ and that detail was consistently ‘sparing’ 
and ‘classically derived.’10  
                                                
9 Robert Riddel “Robin Dods’ Reid House Clayfield, Brisbane, Australia,” UME 3. 3.  






Fig.21. Diagram: Plan and sections.  
Relationship between plate lines and zones at the  
building edge, Mrs Marks House.  
1.Veranda zone,  
2.House core as defined by top plate,  





Fig 22. Diagram: Zones as defined by 
plate lines at the building edges of the 
Dods and Mrs Marks Houses. The 
piazza in the House for Mrs Marks is 
shown highlighted.  
1. Veranda zone,  
2. Zone inside core plate line,   
3. Zone outside veranda plate line. 
 84 
In the House for Mrs. Marks, the permeable exterior face of the veranda edge is where an affinity with the 
formal expression of the vernacular house was maintained. It is at the other edge, the inner face of the  
veranda where edge zones meet the house core, that differences from the traditional Queensland house can 
be identified.  
 
Traditionally, a plate marked the line of the inner face of the veranda - the core of the house. Dods 
cantilevered interior ceilings out over this plate line to create a zone on the veranda that he called a 
‘piazza.’ (Figure 22) It was essentially a wider portion of veranda or a veranda room. The ‘piazza’ 
ceiling was flat and the zone was thereby marked as a centred space; a place for settling on the 
veranda. In the House for Mrs Marks the ‘piazza,’ is located to take advantage of aspect and view.  
 
In Dods’ houses other edge zones were also considered in terms of their occupation. Where verandas 
were used for circulation and where occupation of the veranda was not encouraged, the veranda width 
was reduced. Where it was desirable for interior core spaces to have an adjacency with the outside 
world the veranda was removed altogether to allow the intimate, interior spaces to have an adjacency 
with the garden. In other circumstances bay windows project into veranda spaces to bring the interior 
rooms closer to the outside world. 
 
The typical veranda is a continuous strip of space, which, according to Malouf, wraps itself around 
the ‘nest of rooms.’ In the generic bungalow it is the wrapping that gives rise to the variable 
conditions that provide a range of settings suitable for occupation at different times of the day or year. 
Dods manipulated this zone through the ordering of the inner face of the veranda edge such that the 
scale of this space (its height, width and depth) reflected the likelihood of settled positions being 
taken up. The typically undifferentiated veranda developed nooks and recesses, sub-spaces offering 
additional conditions for retreat and prospect.  
 
The location of veranda nooks and recesses were carefully considered in Dods’ plans. In the House 
for Mrs. Marks the ‘piazza’, although modest, occurs on the north-east corner, adjacent to the entry 
porches and living spaces. It borrowed short views into the garden of the adjacent Dods house and 
long views to Brisbane’s northern suburbs. It captures morning sun in winter and cool afternoon sea-
breezes in summer. It is a space for settling into on the veranda.  
 
A shifting of the inner face of the veranda outwards creates a narrower veranda space. In the House 
for Mrs. Marks this occurs adjacent to the bedrooms on the north-west corner of the house. Louvres 
and blinds provide privacy here whilst maintaining ventilation. 
 
Mapping the Edge/House for Mrs Marks 
85 
 
The relationship of the interior living spaces to the world was also considered. Dods was conscious of 
comfort and how to improve the liveability of interior rooms. The living space is adjacent to the 
‘piazza’ on the north-east. Access from the living space onto the veranda is through openings that are 
much wider than the standard employed at that time with an opening width of 6 foot through French 
doors. Until 1970 when the Dods House was demolished the living room would have opened on its 
other edge, not onto a veranda, but into the open space created by the garden of the adjacent Dods 
House - providing the room with fresh air and light. 
 
The organisation of house and garden considered the benefit to space of adjacencies. Functional and 
climatic living issues order the program and the elements of building form. But the way in which this 
happens is consistent with principles of the Arts and Crafts Movement operating through the language 
and craftsmanship traditions of the Queensland bungalow. 
 
4.4 Conclusion 
There were other architects who at the turn of the century chose to work with the ‘idiom’ of the 
Queenslander. Riddel cites in particular Claude Chambers, who he describes as being more concerned 
with issues of style. In comparison Robin Dods also worked with the languages of the vernacular 
house but as directed by principles of the Arts and Crafts Movement.  
 
The principles of the Arts and Crafts Movement emphasised honesty in construction, truth to materials 
and the potential of the site. In working with these principles Dods realised opportunities that extended 
the range of spaces offered in the bungalow. 
 
The House for Mrs Marks has the appearance of the traditional Queensland house, formally and 
symmetrically composed under a dominant pyramid roof. However by manipulating the configuration 
of space and fabric behind this presentation edge, a variety of places were made under its sheltering 
form. The edge zone expands and contracts in response to aspect and view. On the front veranda a 
‘piazza’ is created and is linked through the axial organization of plan, to interior living rooms and 
garden ‘rooms.’ In the House for Ms Marks the veranda is still an in-between zone at the building 
edge, but rather than being a generalised and undifferentiated space, its reconfiguration has resulted in 











5.     Mapping built work: Late Modernism  
Analysis of Jacobi House (1957)  




5.1. Background: The theoretical context for practice 
The period of Late Modernism was marked by a renewed commitment to the notion that housing should 
be appropriate to life in a modern industrialised society and it was reflected in the principles of structural 
efficiency, rationalism and economy of means.1 As discussed in chapter one, the broadening of 
Modernist concerns to address regional issues emerged in Late Modernism as a response to the challenge 
posed by the spread of the Modern Movement beyond Europe and North America. Interest in the 
vernacular and regional issues gained momentum during the 1940s and 1950s, fuelling a debate between 
proponents of a Regionalist Modernism and an International Style Modernism. The debates between 
International Style and Regionalist Modernism featured in the American journals such as Architectural 
Forum and Arts and Architecture which found their way to Australia and greatly influenced the 
consolidation of a Late Modern Movement in this country. 
 
                                                
1 Elizabeth Smith, ed. Blueprints for Modern Living: History and Legacy of the Case Study 
Houses, (Los Angeles: The Museum of Contemporary Art, 1989), 84. 
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5.2 Background: Late Modernism in Australia 
The International Style versus Regional debate influenced house design in Australia, with work being 
identified as belonging to one or the other position. In critiques at the time, houses tended to be classified 
into either category on the basis of characteristics of form. The ‘International Style’ referred to work 
demonstrating characteristics of forms, that were derived initially from buildings in European cities but 
which came to Australia via North America.2 In Australia, ‘International Style’ work adopted several 
forms. The first was described by William Curtis as being characterised by ‘motifs like strip windows, 
flat roofs, grids of supports, cantilevered horizontal planes, metal railings and curved partitions; or one 
could define the general qualities of the style by more abstract features such as the recurrent tendency to 
use simple rectangular volumes articulated by crisply cut openings, or to emphasize hovering planes and 
interpenetrating spaces.’ 3 The most celebrated example in Australia is the Rose Seidler House at 
Turramurra (1947-48) by Harry Seidler. The Rose Seidler House was criticised at the time by North 
American architect Paul Rudolf as the ‘“Harvard” house incarnate transferred to Sydney.’4  
 
The second form was derived from a different set of North American influences characterised by open 
planning and grid frames. It recalled the North American work of Mies van der Rohe. Three houses at 
Maytone Avenue, Killara designed by Sydney Anchor and built between 1945 and 1951 and ‘Windy 
Dropdown’ at North Curl Curl (1946 – 48) also by Sydney Anchor are examples of this form.  
 
Regionalism, as distinct from International Style modernism, was understood by its adherents to be the 
way to achieve an appropriate modern Australian architecture. The label, Regionalism was applied to 
work that revealed some alignment with the work of Frank Lloyd Wright and Walter Burley and Marion 
Mahoney Griffin.5 Characteristics of this form of the style as identified by Professor Goad include ‘a 
plan of single banked rooms that capture territory close to the house and that respond to sun and views 
and the need for cross ventilation; and a low pitched gable roof that defines space.’6 Such characteristics 
have been identified in the work of architects practicing in Melbourne including Chancellor and Patrick 
                                                
2 This distinction of Lewis Mumford’s is made by Stanford Anderson in “The ‘New Empiricism-Bay 
region Axis’: Kay Fisker and Post War Debates on Functionalism, Regionalism and Monumentality”, 
Journal of Architectural Education, 50, 3 (February1997): 201. 
3 Curtis, Modern architecture since 1900, 257. 
4 Johnson, Australian Architecture 1901-51, 183 and Curtis, Modern Architecture since 1900, 504. 
5 Internationalism versus Regionalism, rationalist versus organic. The descriptors regionalist and 
‘Organic’ typically indicates an alignment with the work of Frank Lloyd Wright. Evidence of 
‘organic’ approach is identifiable by Goad in work of Chancellor and Patrick (Freiberg House 1959-60 
Goad Has Noted references to Frank Lloyd Wright, the Griffins and Neutra). Philip Goad,. Melbourne 
Architecture, (Balmain, N.S.W.: The Watermark Press, 1999). 
6 Goad, Melbourne Architecture, 
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(McCraith House, 1956; and Freiberg House, 1959-60), David Godsell (Godsell House, 1960), and 
Charles Duncan (Williams House, 1962-63)7 and also in Sydney in the work of Peter Muller (‘Audette’, 
1953 and Muller House at Whale Beach, 1955). 8 It is against the background of this debate that Late 
Modernism emerged in South-East Queensland.  
 
5.3 Background: Late Modernism in South-East Queensland  
The process by which Late Modernism insinuated itself in the domestic architecture of South-East 
Queensland began in earnest after 1952 with the lifting of post war building restrictions. Increases in 
population, new materials and technologies and changed social conditions marked a period of growth and 
optimism. The lateness of the timing of consolidation of Late Modernism in South-East Queensland 
resulted in a broad range of influences and expressions of Modernism being adopted. Dr Karl Langer’s 
own house in St Lucia (1950) could be considered as providing an instance of a pure Modernism. There 
are few pre-WWII instances of domestic architecture of this type that have been located in South-East 
Queensland.9  
 
Examples of Late Modernism in domestic architecture in the 1950s and 60s conform to other modes of 
expression. One style is a slab-on-ground house, based on an interpretation of the Miesian pavilion at and 
advocated by Dr Karl Langer in his writings as being an ideal type for the Queensland sub-tropical 
context. This Miesian pavilion was further developed to incorporate a structural frame infilled with 
glazing, wall sheeting, louvres, screens and pergola elements. Examples of this evolved style include the 
Dalton House (John Dalton Architect, 1959). Architects John Hitch, Robin Gibson, Maurice Hurst (Lund 
Hutton Newell Black and Paulsen), and Geoffrey Pie and Steve Trotter (Fulton, Collin and Partners) also 
adopted this style in work.  
 
A second variant had its origins in the 1950’s writing of Robin Boyd. It hinted at a relationship between 
the Villa Savoy and the Traditional Queensland House (Figure 23).10 The evolving style he 
foreshadowed was detached from the ground and included veranda elements.
                                                
7 Goad, Melbourne Architecture 
8 Graham Jahn, Sydney Architecture, (Sydney: Watermark Press, 1997), 156 and 158. 
9 An example of this is the Masel Residence (1936) by Charles William Thomas Fulton in Stanthorpe. 
10 Robin Boyd, The Walls Around Us (Melbourne: Angus and Robertson Publishers, 1962), 36-37.  
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This style was expressed in the work of a 
number of Queensland architects and 
included the Speare House (1958), designed 
and documented by Peter Heathwood 
(Dalton Heathwood Architects) (Figure 24), 
and the Jacobi House designed by Cambell 
Scott (Hayes and Scott,1957). (Figure 25) 
True to this variant both houses are detached 
from their sites and both have characteristics 
of form that provoke comparisons with the 
traditional Queensland House. The presence 
of these characteristics of the vernacular 
form indicates a type of regionalist thinking.  
 
In the Speare House, the presence of lattice 
screens is suggestive of both the brise-soliel 
associated with tropical Regionalism and 
made popular in Maxwell Fry and Jane 
Drew’s book Tropical Architecture and of 
the lattice panels of the verandas of the 
generic workers’ cottage. The screens limit 
the articulation of form, reducing the house 
geometry to a block. The external frame is 
expressed and detailed in a manner that 
alludes to the steel aesthetic of late 
modernity. The Speare House might have 
made an ideal case study for this analysis. 
Unfortunately it was demolished in 1999 
before measured drawings could be made. 
Instead the Jacobi House, which is extant 
and in its original condition, was selected as 
the case study for this period in history. 
 
Fig.23. Sketch Robin Boyd,  







Fig.24. Photograph: Speare House  







Fig.25. Photograph: Jacobi House  
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(Refer Appendix C for measured drawings of the 
Jacobi House. These drawings were made in 
1998.) With reference to the Jacobi House, 
investigation of the mapped sections will show 
how and to what extent opportunities for 
interactions between house and context were 
realised and analysis will reveal the extent of 
regionalist thinking. 
5.4 The Jacobi House: Formal 
Expression 
The Jacobi House (1957) by Campbell Scott of 
Hayes and Scott Architects is a development of 
the second variant of Late Modernism. It is 
located on a steeply sloping site in the suburb of 
Indooroopilly above the surrounding terrain. 
Buildings in Queensland, published by the 
Queensland Chapter of the Royal Australian 
Institute of Architects in 1959, describes the 
Jacobi House as ‘A small house embodying the 
traditional stumps and veranda on three sides.’11  
The photograph of the Jacobi House in Buildings 
in Queensland (Figure 25) shows the building in 
strict elevation . Its formal characteristics of 
pyramid roof, a core of interior spaces 
surrounded by a veranda on three sides and a 
raised floor platform supported on stumps all 
belong to the form of the traditional Queensland 
House but other characteristics do not.  
                                                
11 RAIA, Buildings in Queensland p.27. The 
Telegraph charges Hayes and Scott with having 
‘borrowed an old fashion…’ and with retuning to 
the ‘homestead’ as a ‘source of inspiration’. 




Fig.26. Measured Drawing 







Fig.27. Photograph: Jacobi House 












Vertical elements are kept to an absolute 
minimum. The absence of veranda plates and 
posts establishes a set of conditions that differs 
from the traditional pattern. 
The horizontal line of the veranda plate, gutter 
and fascia are echoed in the veranda rails. 
The photograph amplifies the symmetry and 
horizontality of the scheme, and reinforces its 
relationship to the pavilions of Late Modernity, 
described by Colin Rowe as ‘concerned with 
achievement of ‘ideal’ volumetric simplicity, 
‘ideal symmetry, and ideal centralisation.’12 
 
In the Jacobi House, Scott adopts a structural 
system that is neither derived from the framing of 
the Queensland house nor from the steel frame 
aesthetic of Late Modernism. The frame involves 
four deep plywood purlins that are expressed 
external to the roof. These purlins span diagonally 
from the corner posts to a central vertical 
chimney element that conceptually pins the house 
to the earth. This strategy frees the structural 
elements of the pyramid roof from the open 
planned, light-filled volume below. It preserves a 
lightness of frame and enables wide roof 
overhang of 1350mm without the need for 
encircling veranda posts.  
 
The articulation of a structural cage infilled with 
non-structural walls of plywood and glass recalls 
the Case Study Houses of Ellwood and Eames.13   
                                                
12 Colin Rowe, The Mathematics of the Ideal Villa and Other Essays, 
(Cambridge, Mass.: MIT Press, 1984), 140. 
13 Philip Goad, ‘The Influence of the Case 
Study House Programme in Australia’ UME 













      
 
      
     Fig.30. Diagram: Relationship  
of house core to edge zones. 
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In the original colour scheme, there is a careful use of colour in picking out elements of the 
composition. Like Craig Ellwood in Case Study House #16, Scott chose to accentuate the diagonal 
roof frame of the Jacobi House by painting it burnt orange. The timber frame was picked out in black, 
and vertical timber boarding off-white, resulting in a visual separation of frame and infill.  It can be 
seen that as well as supporting an affinity with the local Queensland house, decisions regarding the 
ordering of elements and their expression in the Jacobi House indicate a broader range of influences 
belonging to Late Modernism.  
 
The Jacobi House is oriented on the site to take advantage of distant views rather than its immediate 
garden setting. (Figure 29) Living room spaces are located on the south-east corner of the house and 
are elevated well above the garden.  
 
The house does not adopt to the traditional axial approach and entry sequence of the traditional 
Queenslander. The house is approached obliquely from the street above and is entered from the ends 
of the veranda. (Figure 31) Entry to the interior of the house is from any door adjoining the veranda 
zone. (Figure 28) There is no attempt, through siting and orchestration of entry sequences to make 
clear to the visitor the house’s relationship either to the Queensland house or to Late Modern 
prototypes. The approach and entry sequence does not afford the visitor a view of the house that 

















5.5 The Edge: Mediating inside/outside  
In the Jacobi House the organization of building edge has both formal and spatial implications. It 
contributes to the drama of the internal volume and mediates its interactions with the exterior. 
Viewed from outside, the configuration of building edge gives rise to the Jacobi House’s strong sense 
of horizontality. When interior spaces are occupied, the configuration of edge can be demonstrated to 
frame distant views. Inside and outside 
spaces are bought close, imparting a sense of continuous space. It is through the analysis of this edge 
zone that the influences of Late Modernism can be isolated. 
 
At 1350mm wide the veranda does not invite easy occupation. Contrary to traditional forms, structural 
loads are not resolved physically or visually at the edges of the veranda, nor is the veranda edge 
shaped or contained by a layering of vertical veranda posts, rails, fretwork and lattice. There is a depth 
to the edge, but it is not about the filtering of sun and light or views. Instead, the ordering of elements 
at the edge of the building envelope reflects a gesture towards climatic design and the enhancement of 
the integration of the outside-inside relationship. The wide eaves overhang protects large expanses of 
glass and reduces solar heat gain while the use of large areas of openable glass facilitates cross-
ventilation. 
 
The edge zone is held by a horizontal veranda soffit. (Figure 32) This soffit runs around the entire 
perimeter of the house and extends into the living room volume through a sophistication of edge 
detail. The space that occurs between this soffit and the rising ceiling line is used to form a pelmet. 
Referred to as a ‘light-shelf’, this pelmet houses lighting and privacy screens. Up-lighting of the vj 
lined pyramid ceiling reinforces the drama of the space captured by the pyramid roof. 
 
The continuation of the soffit into the internal space creates a layering of edge conditions that become 
increasingly external in nature as they move to the building perimeter. (Figure 33) The chimney is 
located in a diagonal storage wall. In layers, moving from the chimney at the centre of the house 
volume, towards the outside are zones defined by the pyramidal room volume itself, the light shelf and 
the eaves space under the low soffit. Boundaries between these zones are either transparent (the 
external glass doors) or suggested by changes in vertical height (between the light shelf and the 
pyramidal living room volume. The increasing externalisation of the loosely defined layers blurs the 
definition of the external boundary.
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Unimpeded by the layers of lattice and battens, 
space extends into the canopy of trees beyond 
the veranda’s edges. This, together with the 
transparent wall planes of the living room, 
allows this area to appropriate the veranda 
zone and extend visually into the canopy of 
trees and beyond to the distant views to 
Moreton Bay. (Maturation of the vegetation 
has now obscured this view.) However, it can 
be seen that from within the house there is no 
relationship set up between the living space 
and the ground adjacent the house. This house 
is detached from its garden site.  
 
The outward pull exerted horizontally to the 
landscape is balanced by the centralising 
forces of the room volume and its’ chimney 
piece. The verticality of the chimney is 
balanced by the horizontal lines of the soffits 
and veranda edges. The solid heaviness of the 
dividing wall and chimney is balanced by the 
light frame of the house enclosure. Space is 
contained within the roof volume but escapes 
at its edges into the landscape. A breaking 
down of the layers of fabric found at the edge 
of the Queenslander, has resulted an interior 
space modern in character and very different 
from the dark ‘internalised’ nest of spaces 






Fig.32 Measured Drawing 










Fig.33. Diagram: Section showing zones of occupation 
in the Jacobi House together with the layering of 
conditions at the building edge.  
1.core, 2. edge 
a. veranda, b.‘light-shelf’  
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5.6 Conclusion 
The Jacobi House possesses characteristics that enable it to be identified as regionalist. It also 
conforms to the dictums of late modernity. Structural rationalism, material efficiency, use of 
standardised components, and principles of climatic design were clearly motivating principles. It is 
also evident that the ‘new’ architecture did give material form to new ideas about ways of living in the 
sub-tropics. However in the Jacobi House there is no evidence of a fine-tuning of the edge to draw on 
the specifics of site and to engage the immediate context in making interior settings that enable, to 
adopt Lewis Mumford’s phrase, people to “feel at home” in place. 
 
The incorporation of Modernist principles separates the Jacobi House from traditional Queensland 
houses. Firstly the engagement of Modernist construction principles has resulted in an edge that is 
different from that of the traditional Queensland house. This edge is no longer a filter or screen. It is 
both a shading element and a device that manipulates a particular spatial relationship between the 
interior rooms and the outdoors. As a shading device, the equal eaves overhangs extending beyond the 
veranda’s edge on all four elevations are a gesture to climatic control but lack the specificity required 
to respond to differing orientations. By removing the structural role from the external envelope, an 
uninterrupted horizontal plane above eye level extends the living room space into the wide vista 
beyond the immediate site and blurs the delineation between inside and out. The particular way this 
occurs in the Jacobi House also means that the vertical planes defining the enclosure of the building 
have become fragmented and facilitate the layering of the edge into a number of zones. However these 
zones are not intended to be inhabited.  
 
This spatial appropriation of the encircling veranda into the core, bought interior living spaces closer 
to the edge of building form. As a result the living area is more externalised and light-filled than 
rooms typically found in the core of the traditional Queensland House. However, the designated 
veranda exhibits a type of edge layering that does not offer the full range of experiences found in the 
configuration of the archetypal veranda. Most significantly it is not easily inhabited. Rather, analysis 
of reveals that in its design, formal issues took precedence over a fine-tuning of fabric to 
accommodate humans in relation to specific circumstances of place. 
  
A layering of the edges, the adoption of a pyramidal roof form and the raising of a light weight floor 
platform above the ground are features that allude to the traditional Queensland House and 
demonstrate a degree of regionalist thinking that is further developed in the Critical Regionalist works 
of Rex Addison. 
   




6.  Mapping built work:  Critical Regionalism  
Analysis of the Mc Caul Street House (1998) 




6.1 Background: The theoretical context for practice 
A consistent set of concerns underpins the architecture of Rex Addison. These are evident in the first 
Taringa house, built in stages from 1975 for his family and are also evident in the most recent Taringa 
house built in 1998 in Mc Caul Street. They include a concern with architecture’s fit with place, with 
tectonics, with the spatial systems that structural systems bind and their implications for a way of 
living. These interests emerged with the identification of the potential offered by the generic 
bungalow, in particular the Redicut house, and its affinity as a form for living in subtropical inner city 
Brisbane. Addison declared these interests in an Architect’s statement in the RAIA publication, 
Australian Architects: Rex Addison, Lindsay Clare and Russell Hall. He continues to explore the 
relationship between elements of form and ‘lived’ place in his many linocut prints. 
 
In Australian Architects: Rex Addison, Lindsay Clare and Russell Hall, Professor Michael Keniger 
situates the work of Rex Addison within a framework of Critical Regional practice. Keniger writes of 
a ‘clear sense of order, adroit planning, thoughtful construction and deliberate orchestration of form 
and image to enhance legibility.’1 He suggests that Addison is working with opportunities for 
manipulating the geometry of roof and box to achieve inventive spatial outcomes that give rise to a 
sense of the familiar.  
                                                
1 Michael Keniger Australian Architects: Rex Addison, Lindsay Clare, and Russell Hall, p.5. 
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In their paper examining Critical Regionalist practice, Peter Skinner and Michael Keniger analyse 
instances of the detached house in South-East Queensland. They identify characteristics of form  of 
the ‘North Australian’ framed house as:  
1. Lightweight construction: seen here as a distinctive local response to climate. 
2. Highset construction: elevated living as a particular relationships to site 
3. Exposed framing: the pursuit of tectonic rigour through material frugality 
4. Verandas: the layering of an open and relaxed pattern of inhabitation.2 
 
A fascination with the potential offered by the Queensland house is evident in Addison’s earlier 
Taringa House in Taringa parade, begun in 1975. Skinner and Keniger identify this earlier Taringa 
house as a turning point in local practice in that  
 
‘it drew upon a deep understanding of local built environment…..Using the typology of the 
Queensland house as a framework for experimentation with program, structure, materials and 
details, Addison demonstrated how cultural values could provide a platform for reinvention 
and extension of the local architectural culture.’3 
 
This earlier house can be simply described as a bungalow that has been cut in section to enable rooms 
typically found at the centre of the house to be bought to the edge. The relationship between the house 
form and the way of life it supported has been described by Susan Addison in her autobiographic 
Mother Lode: Stories of Home Life and Home Death4 as ‘a Queenslander chopped through the centre. 
No dark interiors like those early houses. Light floods in through its extravagant openings.’5  
 ‘half a pyramid …alternatively left open as verandas or filled in for the space to be used. 
Where filled in the form recalls many a ‘reclaimed’ veranda. The roof was used with more 
                                                
2 Peter Skinner and Michael Keniger, “Recent Traditions- Architectural Evolution in Northern 
Australia,” Unpublished paper, p.14. 
3 Skinner and Keniger, “Recent Traditions”, p.24. 
4 Susan Addison, Mother Lode: Stories of Home Life and Home Death, Brisbane: University of 
Queensland Press, 2001, p.2. Susan writes ‘From these scenes of home life and home deaths, I trust 
that small truths will emerge and that you will find the universal in the particular.’ 
5 Susan Addison, Mother Lode: Stories of Home Life and Home Death, Brisbane: University of 
Queensland Press, 2001, p.18. 
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dexterity than in older houses to respond to the forces of a difficult site. Previous houses 
‘stood off’ their sites.’6 
 
The second Taringa house located in McCaul Street Taringa extends ideas that explore the 
possibilities of the Queensland house and its siting for ways of living. (Refer Appendix D for 
measured drawings of sections of the McCaul Street House. These drawings were made in 2005.)  
 
6.2 Organization of program:  
Formal Expression  
The site for the second Taringa house, the McCaul Street House (1998), results from the small lot sub-
division of a long narrow block that descends into a treed gully. (Figure 34) The gully is overlooked 
by unit developments at the top of the ridge to the north. The new sub-division contains an established 
garden that includes paths and retaining walls. These describe a route from the original house located 
at the top of the slope to an existing studio at the bottom of the garden on the opposite side of the 
gully. The history of the occupation of this garden and its relationship to Addison and his family is 
narrated by Susan Addison in her book Mother Lode. A new house is located in this garden and a new 
studio replaces the original studio, built by Rex Addison when he was student. 
                                                
6 Susan Addison, Mother Lode: Stories of Home Life and Home Death, Brisbane: University of 
Queensland Press, 2001, p.21. 
 






Fig.34. Plan and topographical section 




Occupation of the gully itself is governed by a number of drainage easements. Movement on the site is 
orchestrated through the careful positioning of building elements in a way that preserves the existing 
garden and its structures and organises them to provide a new narrative. ‘We can now walk down a 
serpentine path under the new house, through the garden and across the gully bridge to the studio. This 
integration of house and studio into the garden marks a new chapter – enriching, I hope, for us and the 
garden.’7 (Figure 36) 
 
The height required to allow Rex Addison to navigate the existing path determined the vertical set-out 
points for all levels in the new house. The house is organised into two wings - an elevated bedroom wing 
and a long living wing. (Figure 35) They are located at right angles and on the western and southern 
edges of the site and open to the north and east into a garden of established palms that descends into the 
gully and creating a small back-of-house service yard in the higher north-west corner. Each wing is 
roofed by a gable.. 
                                                









Fig.35. Presentation Drawings: Plans and  










Fig.36. Photograph: Mc Caul Street house.  
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On approaching the house the visitor can easily 
identify characteristic elements of the 
Queensland house – the pyramid roof and a 
living platform elevated off the ground. It is also 
possible to identify within the folds and overlaps 
of the sheltering roofs,  
niches and projections that suggest occupiable  
places within the house. In accounts of his own 
work Addison writes of the sheltering roof as 
being most evocative of a sense of place.8 A 
strategy involving two intersecting gables provides 
opportunities for a myriad of spaces. Analysis of 
the ordering of spaces under the gables reveals that 
elements of what has earlier been identified as core 
functions are distributed throughout the plan rather 
than being contained in one zone at the centre of 
the plan. (Figure 37) 
 
In the elevated bedroom wing, an interior core of 
bedrooms is surrounded by a number of 
specialised edge spaces. These edges are highly 
adapted to particular modes of occupation. The 
bathroom, traditionally a built-in section of the 
veranda edge, enjoys a close relationship with the 
garden. It exhibits an enclosed toilet cubicle close 
to the core and a bath placed at the perimeter, 
adjacent to the garden. Over the bath the roof 
fragments into battens and polycarbonate sheeting 
to reinforce the inside/outside relationship. 
 
                                                
8 Skinner in “Jungle Rhythms” in Architecture in 






Fig.37. Diagram: Relationship of core and          
edge zones in upper and lower floors of the  
Mc Caul Street house. 
 
Fig.38. Diagram: Relationship between roof forms 
and zones of occupation within the 
living/dining/kitchen wing, Mc Caul Street house. 
1. Living/dining/kitchen 2. Core 3. Edge spaces 
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The laundry, at ground level, is a simple semi-
enclosed space set at a few steps down from the 
bedroom platform. A semi-enclosed laundry is also a 
common feature of the traditional Queensland House.  
Finally, the living/dining/kitchen area is essentially 
an elaborately layered ‘veranda’ space. (Figure 38) 
This analysis will focus on analysing settings 
shaped by the intersection of the two roof 
systems in the living room volume.  
 
The living room wing comprises a number of 
discrete settings in the one volume. (Figure 39) 
Each setting is partly defined by shifts in the 
geometry of the roof over. (Figure 38) One 
setting is focused on the fireplace and located 
under the skillion roof, rising to the upper 
bedroom wing. Another setting is centred under 
the gable ridge and defines the space of the 
dining room table. The table and the fireplace 
are, to borrow David Leatherbarrow’s phrase, the 
pieces of “equipment” that  “gather” these 
settings. The kitchen and breakfast nook are also 
located under the gable. These are separated from 
the living spaces by a pantry volume, and open 
onto a deck with its own space-defining roof 
canopy - an inverted gable. A vented roof 
opening with a cabbage palm motif at the ridge 
introduces dappled light over the dining table. 
The timber ridge truss and supporting posts 
together with this vented gable evoke the 
sensation of being under a tree. 
 
On the edge of these more formal settings at the 




Fig.39. Photograph: Living room volume 
 
Photograph by Patrick Bingham-Hall  








Fig.40. Measured drawing:  
Cross-section Mc Caul Street house 
canopy. (Figure 39) Both living and dining 
settings although centred, afford views 
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between space. (Figure 40) This bay is created at 
the junction of two roof geometries, where the 
gable geometry meets the descending skillion 
geometry. It is an in-between space – in between 
the living room space and the garden. 
 
6.3 The edge 
The Taringa house is ordered on a grid of 1200 in 
two directions. This grid ties structural, 
constructional and spatial systems. Ceilings are 
lined with ply and rafters are expressed. Walls 
are single skin, lined alternatively internally and 
externally with ply such that structural systems 
are expressed both internally and externally.  
 
The western edge the living room wing is lined 
with plywood. The eastern edge is open to the 
garden through sashless double windows and 
fixed glass. Space is perceived to extend beyond 
the physical edge of the room to groupings of 
palms some 9 to 11 metres away across a 
clearing. This eastern edge is an activated edge. 
(Figures 40 and 41) 
 
An opportunity for occupation of the edge is 
provided by the bay window. The bay is enclosed 
by sashless double-hung windows fixed between 
studs and by polycarbonate and plywood 
sheeting fixed to studs inside and out. (Figure 42) 
It is roofed by translucent polycarbonate 
sheeting. It holds a seat, that when occupied, 
places a person below waist height in the living 







Fig.41. Diagram: Plan showing circulation 
pathways in Mc Caul Street House. Section 
through living/dining wing showing relationship 
between circulation pathways and zones of 
occupation.  




This results in a sense of being separated from 
and attached to both the garden and living 
room setting. The adjacency of interior setting 
and garden enables the metaphoric relationship 
between building house and garden to be 
recognised and enjoyed. 
 
 
Fig.42. Photograph: Bay window 
 
Photograph by Patrick Bingham-Hall  




6.4 Mediating inside/outside relationships 
Sections through the living room volume and bay window describe the layering of zones that occur. 
(Figure 41) The sequence of these layers from the outside in, include the under eaves space, the built-
in window seat, a circulation zone and the zone under the abstracted cabbage palms of the laser-cut 
ventilation grilles that help define the dining area. The fireplace ties the living room to the core of 
bedroom spaces in the upstairs wing. 
 
Through reference to these drawings it is possible to imagine taking up a position in one of the spaces 
described; in the bay itself or on the path as it travels down the slope and under the deck.  
What is revealed is the importance of vertical dimensions in situating the occupant in place. The 
height of the living room platform a few steps up from the site, enables a person to pass underneath 
the deck when travelling along the garden path from house to studio. The level of the bedroom wing 
platform is set by the height of a person ascending from the house to the ‘haus win’ at the top north - 
west corner of the site. Datum points have been established through an imagined navigation of the 





The McCaul Street House exhibits a high level of integration between the building and its garden 
setting. The bay window provides views, the filtering of light through the outside trees, breezes and 
the sounds of the site. The space of the divan is a place of prospect offering views of almost all the 
activities occurring on the site and in the house. From here the form of the house, its tectonic 
expression and its relationship to the treed site are all clarified. In the bay, the occupant is both in the 
space of a constructed tree canopy and the natural garden landscape.  
 
6.5 Conclusion 
Addison writes: ‘Three gestures often evoke the essential attributes of the subtropical house: a ground 
plane, an elevated platform and a sheltering roof.’9  
 
Certainly the characteristics of form identified as evidence of Regionalist thinking in South-East 
Queensland are present in the Mc Caul Street house. They give an air of familiarity. However the 
configuration of these elements is not conventional. Instead their configuration is directed towards 
bringing the occupant into closer association with particular site. The way this occurs is revealed 
through an analysis of edge zones. 
 
Rather than being contained at the centre of the house and surrounded by verandas, the core of the 
McCaul street house is located at the junction of two gables. It rises to the upper level and stretches 
across the site maximising opportunities for inside outside interactions.  Edge zones in this upper level 
are not continuous and undifferentiated. Rather they occur where required by the program and where 
opportunities occur in the folding of roof geometry for occupation. These edge zones are 
particularized by the relationship they have with spaces adjacent and are informed by romantic ideas 
that link them to spaces in the mythical Queensland house. The upper level bathroom provides an 
example of such a place at the building edge. 
 
The lower living room volume is an edge zone. Daily living occurs entirely in this zone. The 
resolution of roof geometries in this volume also results in a range of particularized settings within the 
open veranda-like living room volume. A fireplace and kitchen pantry element become set-pieces that 
help shape and give focus to individual settings in this volume. The configuration of edge brings 
                                                
9 Skinner, “Jungle Rhythms,” 42. 
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interior settings and garden into close association. The detail resolution of the gable roof form evokes 
suggestions of both the mythical Queensland house and a canopy of trees. 
 
The characteristic elements of the sub-tropical house, especially the living platform and the sheltering 
roof, are utilized as place-forms. The configuration of place-forms is carefully inflected in response to 
the opportunities for occupation provided by the particular site. Their use links the Mc Caul Street 
house both formally and experientially to the mythical Queensland house and in ways that enable 
orientation both physically and poetically in place.  
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This study has described regionalist thinking in three architect-designed houses located in South-East 
Queensland, through an analysis of building edges. The three houses documented and analysed belong 
to three different periods in the 20th century and have been associated with particular architectural 
Movements that are marked by an interest in context which is declared through principles. These 
Movements include the Arts and Crafts Movement, Late Modernism, and Critical Regionalism. 
 
Analysing built work against architectural principles belonging to particular Movements has provided 
a means of accounting for the interweaving of local practice and universal ideas and themes. It has 
enabled the identification of characteristic elements of formal expression associated with Movements 
that are global in their influence. Similarly it has provided a means of isolating elements shared with 
the Queensland house and of accounting for these through reference to principles at work. But beyond 
merely describing formal outcomes, this study has been able to link aspects of form to their 
consequences for space and spatial experience and of accounting for these. 
 
In this study ‘mapping’ has been the means of uncovering the design thinking that orders elements at 
the edge of the building. Charles Moore and Gerald Allen have described techniques of mapping in 
processes of architectural design in Dimensions: Space, Shape and Scale in Architecture and with 
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Donlyn Lyndon in The Place of Houses. These descriptions are directed at assisting students of 
architecture discover the interrelationship between structures of place and memory and experience. 
The most important characteristic of mapping is that it involves an imagined navigation of spaces held 
by the lines of an architectural drawing. Mapping facilitates a navigation, because in the mind of the 
trained architect, it works by linking the configuration of elements of built form and place to an 
understanding of their implications for occupation. Used in analysis mapping provides a means for 
identifying and describing how architecture situates the human body in place. As such it is a mirror 
inverse of the design process. 
 
But mapping is also limited in its scope as a tool for analysis. For instance, it does not allow 
comprehensive conclusions to be drawn about the way particular configurations of building form 
mediate phenomena. The sensuous content of an architectural proposition, which is held latent in 
drawings, is accessible through imagination in relation to memory. But a description of where 
boundaries are, how they are configured and how they shape space does enable comprehensive 
conclusions to be drawn about how the human occupant is located in relation to the garden and to 
wider place.  
 
There are two ways in which relationships between a work of architecture and its context are 
registered through experience. Relationships between a work and its situation can be measured 
visually when observing or approaching a work. Such relationships are described in terms of the 
degree of formal interaction or ‘fit’ between a work and its situation. Relationships are also registered 
through experience of a work. They are identified in the way a work situates and orients an occupant 
in relation to the structures of exiting place. In this study the outcomes of both sets of relationships 
have been identified through a mapping.  
 
The building edge is where evidence for both sets of relationships are held.  The configuration of 
elements of building edge delivers both form and building expression. Consequently a mapping of 
building edges provides a means of identifying thinking related to both form and space and of 
understating how they are drawn together in the design process.  
 
In this study of three architect designed houses situated in South-East Queensland, mapping has 
revealed how architects working through Movements have recognised and responded to opportunities 
for making a responsive architecture. Analysis has provided a means of distinguishing between 
different types of response – ordering of form in response to pragmatic programmatic or formal issues 
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and those responses that are intended to bring humans into closer association with place. Only through 
an analysis that links form and material to their consequences for ways of living can a complete 
understanding of regionalist thinking in a particular place be achieved. 
 
Principles of regionalist thinking in architecture 
Principles that address context are framed in slightly different ways in the different theories that 
underpin particular Movements. Principles of the Arts and Crafts Movement stressed honesty in 
construction, truth-to-materials and craftsmanship that put emphasis on the unity of handicraft and 
design. It was implicit that these principles drew on vernacular traditions. In Late Modernism, 
regional differences were recognized as important but were reasoned through reference to principles 
of rationalisation and efficiency of means. Regionalist thinking found expression in particular in 
design for climate. Characteristic elements of vernacular form were adopted and added to languages 
of the modern prototype. Critical Regionalism stressed the importance of ‘place-form,’ the making of 
territories rather than objects, and place rather than space. Once again these principles found 
expression in a rethinking of existing elements of vernacular form. 
 
Despite differences in the way they are framed, all three Movements argued through their principles 
for an architecture that responds to some aspect of place through attention to materials, construction 
and the siting of work. In all three Movements the application of principles drew on pre-existing 
languages. 
 
Regionalist thinking in architecture in South-East Queensland 
All three houses analysed are responsive to place, but in ways that are consistent with the principles of 
Movements with which they are associated. A comparison between the three houses enables 
identification of changes in the configuration of space and fabric and the degree to which these affect 
patterns of occupation.  
 
In the House for Mrs Marks, Dods adopts the bungalow form but manipulates its structure and 
expressive systems, preserving the bungalow’s formal integrity but extending the range of spaces it 
offers at the building edge. The house addresses the street in a conventional way. However spaces in 
the house are inflected to address specifics of site and are orientated to sun and breezes and views, 
including views of the gardens in Dods’ own house next door. The design of house and garden are 
considered as an integrated whole and are ordered in response to consideration of their experience, 
both as elements in a sequence of approach and entry and when settled positions are taken up inside.  
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Clearly identifiable are the characteristics of the Queensland house; the pyramid roof and the 
encircling veranda. But rather than being an undifferentiated edge space, the veranda expands where 
its occupation is desirable, contracts where its occupation is not desirable and disappears altogether 
where it is more important to bring interior rooms to the building edge. The veranda, as an in-between 
zone, develops a specificity in response to ideas about occupation. However this expansion and 
contraction occurs inside the building footprint and is a consequence of a play between the geometry 
of the roof and the wall at the inner face of the veranda. As a result the appearance of a restrained but 
classically ordered Queensland house is maintained. 
 
In comparison the Jacobi House is sited to take advantage of distant views and is not inflected to 
engage the specifics of its site in the experiences it offers. Instead the house presents itself as a discrete 
object that, in its deliberate expression of horizontality and its concern with the ‘thinning down’ and 
‘opening up’ of building edges, makes references to pavilions of the Late Modern period. In the Jacobi 
House, the ‘opening up’ of the edge has resulted in a conflation of zones at the edge, which results in 
the veranda and the interior being linked to each other spatially and to distant views. These zones at 
the edge are not intended to be occupied. It is the interior that is occupied.  
The compressed layering of zones at the building edge is ordered in response to ideas about the 
expression of form and principles of climatic design that are directed at making the interiors more 
inhabitable. They do not result in relationships that engage the immediate context. Instead, interior 
space flows freely out into the trees and beyond. There is an ‘overlooking’ of the garden to distant 
views. One of the consequences of the configuration of fabric and space at the edge of the Jacobi 
House is to make the open space surrounding the house vital to achieving satisfactory living 
conditions. 
 
Rex Addison’s house in Mc Caul Street Taringa engages very specifically with its immediate garden 
setting. Its two wings are sited in the folded topography of the gully to define a garden territory, which 
spaces open into. The space of the living and garden setting together are delimited by a grove of trees 
at the edge of the property.  
 
The ordering of house and garden is informed by a poetic understanding of living in place, that draws 
on a knowledge of how context, tectonics and climate contribute to that way of life. It supports a way 
of thinking about making territories in architecture rather than objects in space. The way the building 
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edge is organised gives rise to interactions and exchanges that are specific in nature and that enable 
orientation in place both physically and poetically. 
 
Manipulation of roof geometry and the play between roof geometries and plate lines gives rise to a 
layering of zones at the building edge of the Mc Caul Street house. Places in the edge zones are 
carefully positioned and shaped in response to ideas about their occupation. They are highly evocative 
of specific places in the mythical Queensland house. Far from being an undifferentiated zone, spaces 
at the building edge in the Mc Caul Street house are highly specific in character. Their experience is 
heightened by being linked to particular activities of dwelling. 
 
In terms of the ordering of space and fabric at the building edge the following shifts in practice have 
been identified. Dods’ Arts and Crafts inspired works demonstrates a development away from the 
generalised, undifferentiated veranda space of the generic house to a veranda that offers a range of 
particular settings. In Campbell Scott’s Jacobi House a veranda-type space is evident in the house’s 
formal expression but is not an occupiable space. The veranda and interior living space are linked 
experientially bringing the interior into the edge zone. Enclosing fabric is ordered in response to ideas 
about expression and principles of climatic design that are directed at making interiors more 
inhabitable. In Rex Addison’s Mc Caul Street House a set of highly particularized places are made on 
the northern and eastern building edges and these are linked to specific activities of living. The edge 
zone has become more particularized. 
As a consequence, more of the activities of daily life are accommodated in spaces that have the 
characteristics of an edge zone. More activities occur in the in-between spaces; the ‘conversational 
zone’ of the house where inside and outside are brought into tension and where the characteristics of 
each can be experienced simultaneously. 
 
The attributes of the edge of building form that allow it to accommodate activities in ways that enable 
inside and outside to be brought into tension and which have been identified in this study include:  
i. the edge as a zone or a layering of zones that mediates between an outside and a core 
ii. a permeability of building fabric that allows exchanges between interior settings and place that 
can be registered by the senses. 
iii. visual connection between settings that allows adjacent settings to be read as separate but 
connected 
iv. an ability to support a variety of ways of being in place. 
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These characteristics suggest a range of possible conditions exist between inside and outside and 
between building edge and core, offering a range of possible sites for occupation. It suggests that 
further possibilities for occupation of space occurs beyond the line of enclosure at the physical edge of 
building form itself. 
 
Relationship between regionalist theory and practice 
A second set of findings that relate to the relationship in regionalist thinking between theory and 
practice can also be identified. Regionalist thinking elevates the significance of context in design 
decisions related to building form and space. Relationships with context that are experienced as 
meaningful do not arise as a result of the direct transplantation of ideas and modes of expression 
belonging to movements that have their origins elsewhere or from the reiteration of characteristic 
elements alone. Rather they are a consequence of ways of working through principles in architectural 





Each of the houses analysed has been acknowledged as an instance of regionalist thinking.  
When, in each house, the particular modes of expression belonging to a particular Movement are 
accounted for, what remains are the essential characteristics of the Queensland house. In all three 
houses analysed, living occurs on an elevated living platform and under a sheltering roof. All involve 
some form of external veranda-like space. Bound into these forms is the essence of what it is to be 
local. But in each house analysed, elements of form are rethought through reference to principles. 
They are reinvigorated with new meaning and modes of expression.  
 
Architectural design working through principles of regionalist thinking offers opportunities for 
refreshing and reinvigorating existing languages of architecture  – in this instance the language of the 
Queensland house. It has been shown that regionalist thinking in architecture works to locate 
occupants and orient them in relation to place. When the ordering of space and fabric in the building 
edge of the Queensland house is informed by its occupation, the possibilities for a more meaningful 
inhabitation of place, physically and poetically, are greatly enhanced. 
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A.01  Plan: Living Level: “Carhue” 
A.02  Plan: Under the house: “Carhue”   
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C.01  Plan: Jacobi House 
C.02  Elevation: Jacobi House 
C.03  Section: Jacobi House 
C.04  Detail Section: Jacobi House 
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D.01  Section: House at McCaul Street 
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